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Ludwig van Besthoven®
Rondo, Op.51 Nal

Whitten by Andrew Schartmann

General Remarks

Contrary to the implicéion of the opus omber (51), thisondo was composed
eally in Beethwen® life around the same time as thesbthree piano sortas Op. 2.1
It bears a considerdé degee ofindividuality including a faiy unique appoad to
rondo brm, and afbms thd even in his smalscale compositionBeeth@en was
pushing the boundaries @fevious eforts
! Accoming to traditional lettename analysjghis work is in be-part rondo
form: ABACA. This labeling will only be used to divide therkvinto sections of
manageale siz and should not be consigeras an accuta description othe brm
as it ignoes the unique feéares tha account ér the subsequenbifmal organizaion.?

Rondo, Op.51 No.1

A - (mm.1-17)
! The structue of the main theme (small teary form) is quite adinary for a
rondo; havever, the contrasting middle (mm.XB) ofers somethingefy unique in tha
it fails to modulge to the dominan®.This lack oftonal \ariety is quite striking and can
only be undestood in etrospect. &r the time beingit may be assumed th8eetheen
was eserving the aival of a polonged dominant hamony (within the main theme)
for an important passagetida on in the wark.*

! Aside fom innovative ormal structues Beetheen® nusic is oftenlaracterized
by the derelopment ofsmall moties This derelopmental ppcedue is most salient

1 The rondo was composed between 1796 and 1797.
2 For example, letter-name analysis does not deal with the implications of unusual characteristics (e.g.

unconventional tonal relationships, significant modifications of smaller formal units, etc.), all of which inform the
structure of the work.

quartet.

3 A similar phenomenon can be observed in the second movement of Beethoven’s early Op.18 No.5 string

4 This is an early instance of Beethoven’s tendency to transform an element of conventional practice into

something unique.
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Schartmann 2
! when its geminal subjects arpresented in isal@n;> however, in this ondq rather
! than constructing phrases using motivic yrBesetheen etracts daracteristic
! elements tm a fullyformed theme and uses them as a basisdw maerial.
" ! For example the bst of these elements is the syndepgahythm tha appeas in
mm. 23 of the main themelts local function is to kbak up the squaness othe main
theme and to initiee rhythmic and hamonic drive tovard the cadencelhe 76
suspension in m. 2 set$ afquickening othe hamonic rhythm and the sixteenth
notes become merplentiful as the halfadence (m. 4) is agaded. Its d¢pbal
function, havever, is moe compl&. When the syncopad bgue becomes the ythmic
basisdr the minore section, it povides a normelodic link to the main themeezting a
sense otoheence amidst seemilygunrelaed maerial. This raher distant
relaionship can be contrasted with onettlacuis betveen two gestues ofgrea
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.| Syncopated rhythm that forms the basis of the minore

.| 7-6 Suspension

proximity eatier on in the vork.

! The contrasting middle ahe A sectio® tenary form is hilt on a two measue idea
and its epetition. The repetition does not maintain the ythmic makedp of the initial
gestue, but retains the weerall contourIn order to aoid a stong sense aflosue on the bst
hearing ofthe moti, Beethoen piolongs the tonichord in its bst! inversion; the
repetition gives a geder sense ofompletion as it is supporteg the tonic bord in root
position. The composer dias dtention to this diierence ly adding a small dialogue beten
the tenor and bass to thextare, and enhances thepetition® sense acfompleteness with a
small e4ransition in mm. 12t3.

5 In the music of Beethoven, these motives are often presented in this way since drawn-out melodies usually
come later on as a result of developmental procedures.
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Performance

! Although the verk is maked Ofoderato ¢ graziosoO, one mst emember thait
IS writtenalla breve. AS sub, a moderge tempo applied to seading ofthe work in four
IS much too slov.

! Grea attention should be paid to the artictitan and phrasing as Beetre®
markings ae quite specibcoFexample the tum bgue & m. 2 should be pleed on
the last betrather than as an upbéaAlsq the run in the right handtanm. 12413
requires thee diferent articuldgions The Pst descending passageynhe plged with a
small toub of pedal or with a slightverap between successwnotesthe second is
played staccm, and the thid may be plaed legto with no averlap between
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.| Dialogue between tenor and bass

| Three different articulations

[l The gesture maintains the overall contour but
differs in rhythmic content.

neighbouring pitbhes

The tenorbass dialogue mentioned alang be highlighted bt should emain
subodinate to the melogd
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B - (mm.18-43)

! The bst couplet, apradied Ly a fast ascending scdbeings an inagase in
momentum. This enegy is caried through the bst bur measues with a sequence
which then gies wg to contiruous sixteenth notes until the new tonic (Ggaghred
at m.34.

! One may notice thathe melog a m.18 is an augmentan of the dotted
rhythmic bgue from the opening; heever, like in maty deriative orms of
development, the connection is nadry audide and thus does not want much
attention. Wha is worth noticing is thaalthough the ente B section iofmally
independent, it containsumerous connections to the openingteraal and el3ects
mary developmental qualities
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| rhythmic diminution of 4-3 suspension Slight added emphasis with 7%

| Suggested fingering and execution of turn figure

For example one wuld expect another 4 suspension in quarter notésva21" to

complete the sequendastead, Beeth@n shortens the length tfie suspensiori,accents
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the second beéaand jumps diectly into a new idea. Ais abrupt sort of’
gredly from the smooth link®tind in expositoly sectionsand is"

Schartmann 5
transition difers
characteristic of

development sectiorfs

———— eet—

Another inteesting érmal question arises m.27 when Beetheen repeds the
previous tvo measugs rdher than poceeding diectly to the meerial & m.29. The
most olvious easondr the epetition is tha Beetheen is tying to estalish the kg of
G major; the gpetition of the dominant seenth ¢ord resolving to the tonifG)
emphasies the atval of the new kg Due to this brielmoment ofrepose on the new
tonic of G, the use othe same ntarial leading to a @-dominant &ord of the new
key (i) in mm.2980 exudes aeneved sense afieparture. The resulting incease in
harmonic rhythm tha spans mm.3B3 comes toast on the tonictam.34.

" Over the couse ofthe net ten measies Beethoen transbrms the function of
the pedal tone (G)dm tonic to dominant. fie shift occus in mm.3839 when a
progression otwo parallel diminished senth dords leads to a Ihord in C major
followed by a V' of C on the devnbed of m.40. F# (the leadingpne to G) and Ab
(borowed flom the minor mode) arintroduced in the bas®ie to emphasezthe”
re-contextualized G and gie wg to their C major mode equadents (F nairal and A
natural respectigly) just prior to the engrof the main theme in C major; the dre
out standing on the dominant bnally yields its anttegh@&solution.

Performance
! Thesforzando a M.21 initiges a passage tifeless sixteenth notes theaads to
a local climax am.24; it should be pjed with gea enegy. A sugestiondr the
Pngering and»ecution ofthe tum Pgues @ m.23 is asdllows:

.| Parallel diminished chords

"1 lin C is reached and followed by V’

6 This follows logically from the typical classical-period development section that serves to put the opening

material (including tonality) into conflict.

Note the difference in articulation
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Schartmann 6
! Pay caeful dtention to the phrasing in the bassce @ mm.3133. A break in
phrasing helps to clarify thelgionship betveen m.31 and m.33 (the sametaral
transposedypan octae).
! T he shift ofthe G pedal fom tonic to dominant mgbe highlighted ¥ slightly
emphasizing the denbed of m.40. Be swg however, tha the cescendo contires
beyond this to the high point afhe phrase (mm.442). Note the dieérence in
articulation between the end om.40 and the end ofn.41 §/» versuss).

AO -(mm44-31)

! Beethaen ignoes the coventional teament of rondo brm tha calls br a
repetition of the main theme in its enéty Instead, the main theme is trurted to
include only the openingection ofits original tenary form. The reasondr this is
most likelyto pemit the inclusion ofa false écapituléion. Had Beethwen included

a completeetum of the main themgthe brmal importance allotted to itould have
been too gea in comparison to the falseaapituléion, which, as an uasual accent in
the orm, desergs to be temporally highlighted. Alsloe falseecapituldion (m.75)
allows the listener arxegra hearing ofthe main theme; the traditionagfrain in
addition to the main theme@Onepected appearance in the falseapituléion would
render the meerial stale and superf3uous

It is rare tha Beeth@en repeds mderial \erbdim, even in ondo brm where
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| Added syncopation that foreshadows sforzandi [ Introduction of sextuplet figuration

sud a thing is supportedytthe traditional discowe As in this wrk, Beethgen often
introduces subtlehanges thiaforeshadw other elements ahe composition in
question. he added syncopan a m.49 pepares the dfbed sforzand: that
characteriz the ensuingunore and the setuplets &m.50 pepare the apegiaed
triplets ofthe same section.

Performance
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! The tum bgue & m.44 should be pled on the dawnbed and thd in m.48
should be pliged as an upbedriplet sixteenth pern. One sugestiondr the bngering
of the s&tuplets &m.50 is asdilows:

! Be sue not to rush the upbé#o theminore Section; a mia-pause gearding it
from the A section is ajpriate.

C - (mm.52-75)

! Like the main themeheminore is in small temary form. Unlike the main theme
however, the minore begins in ¢ minor and modtes to the eldive major of E°. The
outer sections delop the rlythmic syncopion from from m.2 ofthe opening theme
and the middle section alludes to thgtitmic maerial of the main themeaOniddle
section @r example compae mm.811 with mm.5962).

! The retum of the minore® opening section is akelto include a degptive
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| Deceptive cadence that foreshadows the | The modulation to A® is achieved melodically

tonality of the false recapitulation

8 C

hange in articulation (softening)

cadence on Aat m.70. This dhange sems thee puposes: it balances the outer
sections ofhe tenary form, it allovs Beetheen to smoothly bring theegister dan
an octae, and it highlights the tonakgion of AP thus breshadwing the kg of the
false ecapituldion.
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! In the transition to the falsecapituldion Beethoen introduces an ascending
scalelike gestug tha beass a stong sense amprovisdion. This plocess become ner
frequent as the nvement deelops and theokm becomes pgetually loosein this
particular casgt seems as though the minor has closed on @WeMeg after epeding
the tonic seeral times ofa triplet rtythm, Beethwen raises the pificto D° and Pnally
D natural’. The accompaying calando maiking further highlights this passage as a
signibcantdrmal event.This leads to hat seems like theetum of the main theme in
AP major

Performance

The accenteer the eighth note gceding edtsforzando implies thait is to be
played quite lightlyalmost as an uped to the ensuing syncofpan.

! A slight hesittion between the end om.58 and the beginning an.59 is an
effective way to contrast theery stiong cadence in'Emnajor with thepiano marking on
the davnbed of m.59.

! One nust pg caeeful dtention to the articulaon in mm.7273 as it pepares the
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| Discontinuity of the melodic line The contrasting middle of the main theme

is finally presented over a dominant pedal

.| Very prominent harmonic shift

character ofthe falseecapituléion (the moduldon from C and ARre-contextualizes
the tonic as the thit of AP and thus softens the monic discouse signibcantly).

False Recapitulation - (mm.76-91)

7 This type of melodic modulation is one commonly used by Beethoven. See, for example, the final movement

of the piano sonata in D, Op.10 No.3.
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! A sense ofliscontimity is immedigely presented ypthe composer in der to
indicate to the listener thasomething is amis$he danges ofegister in the main
theme ender the meerial somewat disjointed and the hanonic shift &am.82 fully
reveals the secti@brmal mle as a falsecapitulaion. Beethgen bnally gigs us the
middle section ofthe main themewer a dominant pedal,ui maintains a closer
melodic and rigthmic assoct&on to the middle section dahe minore. These feres
along with the minor mode colouring tifie middle section all contrilie to the sense
of false ecapitulgion. A mor elaborte scaldike improvisaional gestug leads to the
true recapituléion of the main themetam.92.

Performance
! The discontinities mentioned alve can be lwught out ly the perbrmer. For
example the danges ineggister can be highlighted with bamge in tone colour

! One nust py special iention to Beetheen® detailed alteration between
legato and stacda.

AO - (mm.92-106)
" The main theme contures as it was originallygeented xxept for some minor
changes thiarel3ect the inRuence gievious sections.(gtriplet eighthnote Pgues
setuplets). It ishowever, more emphasizd due to the m@ceding detour into Amajor
this emphasis makewal sense as the Pnatum of the theme is the most
anticipaed e/ent in ondo brm. Again set in small taary form, the etum of the
opening section afhe main theme is inteupted ty a series ofrmate and a
modulaion to D° major (one stefurthe toward the R&side than the false
recapituldion). This leads to a full codaa-formal element thBeethaen would
continue to deelop thioughout his ente life

Coda - (mm.107-135)
! It becomesadent d the enty of the toda tha the contirually looseningdrmal
structuee of the work coincides with its haronic contiruity; as the structerloosens
the tonal egions become memremote It is no suprise then, thathe coda is set in the
key most distantlyalaed to the home keThe apegyiaed sixteenth notesdm
mm.110415 represent the most impvisaional maerial of the entie work and the
Jfermate & mm.105406 lend the ente section a cadenzike feel. he dominant ofthe
home kg is Pnallyeahed @ m.116 and the ensuing pastdential mgerial,

beginning &m.120, contains seral refeences to the opening thenikhis rel3ectie
quality reades is most pnounced moment in mm.13133 where therinforzando
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markings emphasgzthe allusions to pviously heatt material; the feeling is almost
nostalgic.

Performance

A small pause betren m.109 and m.110 is apmriate due to the drastic
change in meerial.

Do not accent the denbed of m.118, @en though it is maed/orte after a
short section plged piano; the accentedttack is esered br the arival of the
dominant @ m.116 where the 6brmal contet (arival on the dominant) supports the
emphasis

! The noruplet & m.128 does not need to be yad strictly in timelt may be
thought ofas a suge leading to the local climax on Ehi$ said, the triplet divisions
should still be maintained.

The rinforzando markings 4 m.132 and m.133 penit a slight setding of the
tempo in keping with the ef3ectie quality
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