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BEETHOVEN

Complete Piano Works

Piano Sonata No. 12

in A-Flat Major, Op. 26 (1801)
I.  Andante con variazioni 7:25
Il. Scherzo. Allegro molto  2:55

lll. Marcia funebre sulla morte d’'un eroe 5:45

IV. Allegro 3:01

Piano Sonata No. I3

in E-Flat Major, Op. 27/1
‘Quasi una fantasia’ (1801)

I.  Andante — Allegro 5:11

Il. Allegro molto e vivace 2:00
Ill. Adagio con espressione 2:53
IV. Allegro vivace 5:47

Piano Sonata No. 14

in C-Sharp Minor, Op. 27/2
‘Moonlight’ (1801)

I.  Adagio sostenuto 5:26

Il. Allegretto 2:10

lll. Presto agitato 7:51

Piano Sonata No. 15

in D Major, Op. 28

‘Pastorale’ (1801)

I. Allegro 10:28

Il. Andante 7:13

Ill. Scherzo. Allegro vivace 2:18

IV. Rondo. Allegro ma non troppo 5:02

Piano Sonata No. 16

in G Major, Op. 31/1 (1802)
I.  Allegro vivace 6:44

Il. Adagio grazioso 9:42

[ll. Rondo. Allegretto 6:46

Piano Sonata No. |7
in D Minor, Op. 31/2
‘The Tempest’ (1802)
I. Largo — Allegro 8:52
Il. Adagio 7:52

. Allegretto 6:58

Piano Sonata No. 18

in E-Flat Major, Op. 31/3

‘The Hunt’ (1802)

I. Allegro 8:38

II. Scherzo. Allegretto vivace 5:31

lll. Menuetto. Moderato e grazioso 4:17
IV. Presto con fuoco 4:50

5 Variations on “Rule Britannia”,
WoO 79 (1803)

Thema. Tempo moderato  0:42
Variations 1-5 4:02

sudite

7 Bagatelles, Op. 33 (1802)

No. | Andante grazioso quasi allegretto 4:20

No. 2 Scherzo. Allegro 2:45

No. 3 Allegretto  2:31

No. 4 Andante 2:52

No. 5 Allegro ma non troppo  3:02
No. 6 Allegretto quasi andante 3:09
No. 7 Presto  2:04

6 Variations on an
Original Theme, Op. 34 (1802)
Theme. Adagio [:33
Variations [-6 11:26

I5 Variations and a Fugue, Op. 35
‘Eroica Variations’ (1802)
Introduction. Allegretto vivace 3:27
Variations 1-15 15:42

Finale. Alla Fuga. Allegro con brio  5:10

32 Variations on an

Original Theme, WoO 80 (1806)
Theme. Allegretto  0:17

Variations 1-32 10:21

7 Variations on

“God Save the King”, WoO 78 (1803)

Theme 0:59
Variations 1-7 7:20



BEETHOVEN

Complete Piano Works

Piano Sonata No. 2|

in C Major, Op. 53 ‘Waldstein’ (1803)
I. Allegro con brio 10:53

IIl. Introduzione. Adagio molto 4:01

[ll. Rondo. Allegretto moderato — Prestissimo  10:17

Piano Sonata No. 22

in F Major, Op. 54 (1804)

I. Intempo d’'un menuetto 5:28
II. Allegretto 6:24

Piano Sonata No. 23

in F Minor, Op. 57

‘Appassionata’ (1805)

I.  Allegro assai 10:10

Il. Andante con moto 5:36

[ll. Allegro ma non troppo — Presto  8:26

Andante favori, WoO 57 (1803) 8:04
Prelude, WoO 55 (1803) 2:36

‘Lustig und traurig’, WoO 54 (1802) [:56

6 Variations on an Original Theme, Op. 76 (1809)
Theme. Allegro risoluto  0:35
Variations |-6 5:44

Fantasia in G Minor, Op. 77 (1809) 9:49

Piano Sonata No. 24 in F-Sharp Major, Op. 78 (1809)
I. Adagio cantabile — Allegro ma non troppo 7:12
Il. Allegro vivace 3:0/

Piano Sonata No. 25 in G Major, Op. 79 (1809)
I.  Presto alla tedesca 4:50

Il. Andante 2:2/

Ill. Vivace 1:58

Piano Sonata No. 26 in E-Flat Major, Op. 8la
‘Les Adieux’ (1810)

I. Das Lebewohl. Adagio — Allegro 7:01

Il. Abwesenheit. Andante espressivo 3:20

lll. Das Wiedersehen. Vivacissimamente 5:40

Polonaise in C Major, Op. 89 (1814) 6:13

Piano Sonata No. 27 in E Minor, Op. 90 (1814)
I.  Mit Lebhdftigkeit und durchaus mit
Empfindung und Ausdruck 5:24
Il.  Nicht zu geschwind und sehr singbar vorgetragen 7:24

Bagatelle in A Minor, WoO 59 ‘Fur Elise’ (1810) 2:54
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Alfredo Perl plays
the complete piano works of Ludwig van Beethoven (Vol. I1)

The second instalment of Alfredo Perl’s complete recording of Beethoven’s piano works spans the years 1801—1814. Already in early Beethoven literature (beginning with Wil-
helm von Lenz), it became customary to speak of this as the composer’s “middle” or “classical” creative period, preceded by a “first” phase from 1792-1801, beginning with
Beethoven’s move to Vienna, and followed by a “third” and final phase starting around 1815. (Although Beethoven was only 45 at that point, music historians — influenced by
the last works of Mozart and Schubert — use the term “late style” irrespective of the composer’s age, in order to denote a process of stylistic sublimation.) This tripartite divi-
sion has proved both influential and problematic: it suggests an inexorable and logical progression of Beethoven from “revolutionary” to “classicist” to “romantic”, yet obscures
a compositional and aesthetic practice fundamentally defined by recourse to the past as well as foreshadowings of the future. This applies not only to Beethoven’s working
method — his intensive jotting of ideas in sketchbooks — but also to his shaping of musical temporality. Beethoven’s piano music demonstrates with particular force the necessity
of correcting and differentiating this stereotyped threefold model, since the composer-pianist identified with the works for his instrument in a special way. From the outset they
became the setting for a complex experience of self and the world — works that deal with, on the one hand, the most intimate and personal experiences, and on the other, col-
lective historical and political upheavals. Apart from the group of the last six string quartets (Opp. 127—133), there is no comparable spectrum of formal, technical, and stylistic
experimentation in Beethoven’s ceuvre as in his piano music. Yet it is no contradiction that within his piano writing the genres of the sonata and the variation predominate, for
their very choice was bound up for Beethoven with the idea of a constant questioning of inherited traditions and conventions by means of the power of subjective imagination.
The dual character of the piano — as both representative and monological instrument — was perfectly suited to this. The designation “quasi una fantasia” in the titles of the
two sonatas Op. 27 expresses Beethoven’s will to transgress boundaries, a will equally applicable to his variations. From Op. 34 onwards, Beethoven no longer adhered to the
prevailing expectations of this predominantly brilliant and extroverted genre: he transferred the processual nature of the sonata onto the essentially static sequential principle
of variation, thereby involving the listener in an entirely new way in the genesis of musical ideas. The tension arising from the interweaving of sonata and variation runs like a
red thread through Beethoven’s entire piano ceuvre, surfacing also in single pieces and collections of fragmentary ideas such as the Seven Bagatelles Op. 33 of 1802. Even in the
Fantasia Op. 77 — said by Czerny to be based on one of Beethoven’s improvisations and sharing material with the Fifth Piano Concerto Op. 73 — the dialectic between sonata
and variation principles remains constantly perceptible.

In the first decade of the nineteenth century Beethoven achieved his public breakthrough: throughout Europe he was regarded as the leading composer of instrumental music —
not merely of his generation, but of the age as a whole. Yet this success was overshadowed by the progressive deterioration of his hearing, which precipitated an existential
crisis attested by the Heiligenstadt Testament, addressed by Beethoven to his brothers in 1802. The commission he placed the following year with the Parisian piano-building firm
Erard for a new grand piano — an instrument he would own for the next twenty-two years, though numerous modifications testify to his waning satisfaction with it — marks his
emergence from that crisis. Compared with the southern German instruments of Stein and Walter, the Erard possessed an extended range of five and a half octaves, the English
striking action rather than the Viennese action, and instead of two knee levers no fewer than four foot pedals (alongside the damper and una corda, two devices inherited from
the harpsichord that altered the timbre, a lute stop and a muffler). These improvements left their mark on Beethoven’s musical writing as well as on the pianistic demands of
his subsequent piano works.

Of the fourteen sonatas contained in this set, composed between 1801 and 1814, at least six belong to the core repertoire of every pianist. Their popularity is reflected in the
sobriquets — mostly not of Beethoven’s own invention — by which they are known: the “Moonlight” (Op. 27/2), “Pastorale” (Op. 28), “Tempest” (Op. 31/2), “Hunt” (Op. 31/3),
“Waldstein” (Op. 53), “Appassionata” (Op. 57), and “Les Adieux” (Op. 81a). Among the variation sets, a comparable status is accorded to the “Eroica” Variations Op. 35 and the
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! William Kinderman: Beethoven. Ein politischer Kiinstler in revolutiondren Zeiten, Wien 2020, S. 118.
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Born in Santiago, Chile, in 1965, Alfredo Perl first studied with Carlos Botto
in his hometown and later with Giinter Ludwig in Cologne and Maria Curcio
in London. Since his first performance at the age of nine, Perl has gone on
to give numerous concerts all over the world, won major competitions and
become one of the leading pianists of his generation.

Frequent performances in renowned concert halls such as Queen Eliza-
beth Hall and Barbican Centre London, Amsterdam Concertgebouw,
Munich Herkulessaal, GroBer Musikvereinssaal and Konzerthaus Vienna,
Tokyo Opera City, Teatro Colén Buenos Aires, Sydney Opera House,
Konzerthaus and Philharmonie Berlin, Semperoper Dresden, Gewandhaus
Leipzig, Alte Oper Frankfurt and the Tonhalle Diisseldorf bear witness
to Perl’s artistic format. He is also a welcome guest at renowned festivals
such as the Bath International Music Festival, the Schwetzingen Festival, the
Rheingau Musik Festival, the Beethovenfest Bonn, Kissinger Sommer and the
Schleswig-Holstein Musik Festival.

A remarkably versatile artist, Alfredo Perl has played with many renowned
orchestras, including the London Symphony and Royal Philharmonic Orches-
tras, Leipzig Gewandhaus Orchestra, Orchestre de la Suisse Romande,
Tokyo Symphony Orchestra as well as Melbourne and Sydney Symphony
Orchestras.

In 1997, Perl made his debut at the BBC Promenade Concerts at the Royal
Albert Hall in London and also performed the complete Beethoven piano
sonatas in London (Wigmore Hall), Santiago de Chile and Moscow. At the
same time, his first recording of the 32 sonatas, alongside the Diabelli Varia-
tions, was released, which he has now re-recorded for this project. In addi-
tion to his highly acclaimed Beethoven recordings, Alfredo Perl’s extensive
discography includes piano works by Schubert, Schumann and Liszt, as well
as the complete Ravel piano music. He recorded Chopin’s 24 Préludes on
DVD for BBC Television.

Alfredo Perl is piano professor at the Hochschule fiir Musik Detmold and
was artistic director of the Detmold Chamber Orchestra until 2022, along-
side whom he was awarded an Echo Klassik prize in 2015.
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recording: January 2021 - June 2024

recording location: Sendesaal Bremen
recording format: pcm, 96 kHz / 24 bit
recording producer / editing:
Dipl.-Tonmeisterin Maria Suschke
Dipl.-Tonmeisterin Renate Wolter-Seevers
(Piano Sonatas Op. 27/1, Op. 27/2 & Op. 28)
executive producer:

Dipl.-Tonmeister Ludger Bockenhoff
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