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In his easly years in Vienna, betose the first signs of dealness made
Shemurlves knows, Beethaven's life was filled with many Friends.
Amozeg them was & certain Fradlein von Kissow, a gified planist,
wha rean abost ehirtean years of age when Bestaaven, met her.,

Fraiilein ven Kimow, latre Trau vom Bernband, war bors in
Asgbacg, i 1783 of & famidy taat had lived for many yesra in
Estonis, She sbowed peecocsous mmasical tabest, and was st to
Vieana 10 b instruched by Manele amd Andreas Streicher, clus
friends of Beethaven, and the larter famifiar in masical history s
3 manwdactare of plasos—or Desthave, among alfers, Whe n
Vienna, Fraalein von Kissow resid he Bame of 2 Herr von
Kliipfvid, them Secretary of the Russisn Legaticn.

She mas inteduced o the masic of Beethoves by Streicher, and
Teained b play the rios of Opus 1 asd the sonates of Opus 2 0o
well that she was Invited bo pestarm them at the susicales o the
Eichrawskys and other noble families, which were also frequensed
by Bosthoven. In addition, the von Klipfeld household was a

musical ane, and after Berthown had made the yowg lady's
acqmainiance, he was often to be found thers. Until e year 1050,
whem abe Il Vienns, Berthoven tek s perunal sterest in
vl minle o practice of sendiseg hee copies
hey wese peblished. We kaow
by & persenad and friendey

mied
bl ol ey v o us,

T Fllamiog st than. b s iy Baethen, 1 1 40 sttmtpt
at comatrating the kind of letier he maght have weitten to Traillein
vom Kiswaws 10 scoorsgusy the cupies of the Opis 10 sonates that
b senl b ber. Bul wihile we have nore of the Jeibers he wiote o
e young pianist. we know what his prase style was like at this
time of his Bfe (ke was tweaty-sight], we know who bis friesds

what he theught of ber playisg, and, uf corse, e kow the mesic.
Therelare. thesgh the Jetver is not authenllc, its coabents are lue
and s stybe is faithful s Beethoven,

Vienina, September 38, 17608
My desrest Friulein non Kissew,

D4l yiow swe e at Lichnowaky'sT | crept in while yau wers playing.
el 42 4 evoMe, #6 a5 ol 2o distract pew mor your adering
audience. Ob, how § was enchanted! My somatas are not favorsd
by young ladiew—noe, indeed, by memy of theve sthess sk stouad

9 few gewrs ags sbien | Keard you piay for the frst tive. Suck &
£irl. sl such determination

1 aorite this wote, &8 yow see, 10 Sccompeny & new sof of somites

far the forte-plano. You hene seem dhem beivfly in wy memscriss,

and yau muy havs heand o ple acs »_Y:-; ot errnen Elfgteld's

Femse. | do not know & you hem

e aiwaye a5 many

hidden from ey waht belbed o foreat af waiforma. o mester?
We shall communicate in aifer ways,

wanaras been emgravad and brought out by
Edr, Yeu must hawe pavasd his plece many Himas on e Graben

with the fiele page all in French;
Gervmin wasiciins, May Rewven fosgive bim his errors, foe | shall
e,

Fau, shoze all athers, il nend

ne dirvctions fram me aou o

play the somater. SHll, | theaght you might kv to read @ fr war
o W ey s camatrachad the bt of ke that o i,
stber than goarself, are xterested in. [ have not pet made my

hese warc, 5 ell s sman oLt s and 1 ma 1o o st
Insight ixte them 4f | were o poin fo some of fese.
ereicher will b ught pea wha

in: tin cantrauting themes, ar growpe of themes, ars ¢ oanded,
the first in the hure ey, the sccond uesally in its dem.sant, and
the wkole is Brm browght o & mamentiry clase. The themes se
then detselipnl, wead 1em restated. with 1A seiond grovs, this tivee,
o n the ko ke and the mondmmen e roumded of wilha cofa
This is & good et 5 5f sonaras, and
althasgh ey il ff revemble suck e suill, dhey mey Afor
from i in & reaititude of wege. Ser the first of the sonatas | heve

theres beging ot in the demiinant key, bat in E-flat major. This
5 o et ol  hope you will argve e fo befieling yune
lparn! and

memt sectian brgies in C s Ragins lth 5 Bamps and hey
il ¢ dowr 0 my posnant rvner, They do o wnderstond
such things. They knsw anly pea and sepeggins, pretry hut
e Tieg someet Teliente o, bgeee %

But mis 1 should shows you that fhe second mavement uu-g-
. ta, is 4 serats, arid sa ds el thin but itk s differene

that the
o that of o ind s anly siewen sedsires Tomg, And pet e
dove net mind the sbyence, Frs, becasas the one i 10 s and
the cthar ecand.baceuse the thrres thmuetors are
. 10 keep ne's
Taerest fram flogting. The fials 18 marind proveoshan, o 3
But it munt alsags be clier and czen. This is 2 very
Trgalient somati, if you e, bis i is orie thit bas nse bren aitten
Defare. You will keaw how o Irest it
There uré miany ehines in the F Mijor Sonata, 1os, that will ciise
owr genral ran of musicians 1o comglain ihat fhings are ot being
done as the ,..a... apacify, while some athers wili marely listen
Impesontly and sof. vl i Ware (s ampiing emersal ot sl
Yau see the therves in the exportion—thry are ey both o s
e kear—but wwhere are they in the drvelzpment] They sre nct
there. The wshele develspment sechion is budlt on fe Tl Sgure
totsard the end of the expositivn, and, when the resletersent
arives, it i
theme hos bees

£ in freling; a

second al the octave, and then the third o e domisan, AR, bt
Ioak again, Suddenly it is na langer a cance, and & second litrls
theme apgears. Perhaps it is & rands, Exz lock sl agsin, i gors
drmalom, and ewen befars the develapeent
in thromgh, the theme cemes in ix zanos again, and, aft

#he Lacgs » sk, o oS depthecf ey sl o rcmer
written @ maverent liks this beforr, nor kas seyone sl You,
1 Bl rid e, Bt | hvthrh—ncﬁnwlll ever
thuse o can bring hemaclos o secpt e trasgenise of sae

of vy is ke
meni, and pei [ feed sivongly drawon o . Pleg &0 for yourself
Tell me what IF says 20 you.

1 have ma mars to sdd bt that the somates are dedicated ta the
Grdfin nen Browne, niv voe Vietinghef. You, no doubt, ol be
Ind- diappainted that M are nat inseribed rather fa o B m

imx.a..,m mmn o sure you 4o not mnmmm
woar

poor, bt devaiets
Brethaves

Sheetly alter the date of the precedisg lettes, Bocthoven began o
rotice & gradual detesioration of ks hearing. Within three years
Eae raaring in his ears bad increased fo such a point that he
despaired of ever being able b hear again. The style of his lettees

chinge markdly, Ho st 4 o b2 socal functions. His o

becomes derpar and more ewmestly expressive. The artist 4s 4
yomag man i dewd, ard the new century Beings with B & new
Beethoven.
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In his early years in Vienna, before the first signs of deafness made themselves
known, Beethoven’s life was filled with many friends. Among them was a certain
Fraulein von Kissow, a gifted pianist, who was about thirteen years of age when
Beethoven met her.

Friulein von Kissow, later Frau von Bernhard, was born in Augsburg in 1783
of a family that had lived for many years in Estonia. She showed precocious musi-
cal talent, and was sent to Vienna to be instructed by Nanette and Andreas
Streicher, close friends of Beethoven, and the latter familiar in musical history as a
manufacturer of pianos - for Beethoven, among others. While in Vienna, Fraulein
von Kissow resided at the home of a Herr von Kliipfeld, then Secretary of the
Russian Legation.

She was introduced to the music of Beethoven by Streicher, and learned to play
the trios of Op. 1 and the sonatas of Op. 2 so well that she was invited to perform
them at the musicales of the Lichnowskys and other noble families, which were
also frequented by Beethoven. In addition, the von Kliipfeld household was a musi-
cal one, and after Beethoven had made the young lady’s acquaintance, he was often
to be found there. Until the year 1800, when she left Vienna, Beethoven took a per-
sonal interest in Friulein von Kissow, and made a practice of sending her copies of
each of his keyboard works as they were published. We know that these were usu-
ally accompanied by a personal and friendly note, but, sadly, none of these notes
has come down to us.

The following letter, then, is not by Beethoven. It is an attempt at constructing
the kind of letter he might have written to Friulein von Kissow to accompany the
copies of the Op. 10 sonatas that he sent to her. But while we have none of the let-
ters he wrote to the young pianist, we know what his prose style was like at this
time of his life (he was twenty-eight), we know who his friends were, whose houses

he frequented and what was to be found at those houses, we know of his interest
in the little Fraulein and what he thought of her playing, and, of course, we know
the music. Therefore, though the letter is not authentic, its contents are true and its
style is faithful to Beethoven.

Vienna, September 28, 1798
My dearest Fraulein von Kissow,

Did you see me at Lichnowsky’s? I crept in while you were playing, quiet as a
mouse, so as not to distract you nor your admiring audience. Oh, how I was
enchanted! My sonatas are not favored by young ladies - nor, indeed, by many of
those others who stood listening and looking at you — and you are quite the only
one known to me who both plays my music and understands it. Streicher taught
you well. I still remember how astonished I was a few years ago when I heard you
play for the first time. Such a little girl, and such determination.

[ write this note, as you see, to accompany a new set of sonatas for the forte-

piano. You have seen them briefly in my manuscript, and you may have heard me
play one of them at Herr von Kliipfeld’s house. I do not know if you have. There
are always so many Russian officers about, so many diplomats, I often find that
you are hidden from my sight behind a forest of uniforms. No matter! We shall com-
municate in other ways.
The sonatas have finally been engraved and brought out by Eder. You must have
passed his place many times on the Graben. These are the first works I have given
to him, though I have promised him another sonata. He has of course published
them with the title page all in French, a fine comment on all us poor German musi-
cians. May heaven forgive him his errors, for I shall not,



You, above all others, will need no directions from me how to play the sonatas.
Still, I thought you might like to read a few words on how they are constructed, the
kind of matter that few pianists, other than yourself, are interested in. I have not
yet made my mark in this world, and would assuredly not yet compare myself to
Haydn, Mozart and Handel, but there are many new things in these works, as well
as many old ones, and it may give you different insights into them if I were to point
to some of these.

Streicher will have already taught you what a sonata-movement is: two con-
trasting themes, or groups of themes, are expounded, the first in the home key, the
second usually in its dominant, and the whole is then brought to a momentary
close. The themes are then developed, and then restated, with the second group, this
time, also in the home key, and the movement is rounded off with a coda. This is
a good outline, but there are many kinds of sonatas, and although they will all
resemble such an outline, they may differ from it in a multitude of ways. See the
first of the sonatas I have sent you. It is in the key of C minor, and the second group
of themes begins not in the dominant key, but in E-flat major. This is not new at
all, and I hope you will forgive me for belittling your learning should you under-
stand it already. But see, the development section begins in C major. It begins with
a bump, and they will put it down to my peasant manners. They do not under-
stand such things. They know only pearly runs and arpeggios, pretty but meaning-
less. They cannot tolerate such impolite violence.

But now I should show you that the second movement (Adagio molto), too, is
a sonata, and so is the third, but with this difference: that the slow movement has
no separate development section at all, and that that of the third is only eleven
measures long. And yet one does not mind the absence. First, because the one is so
slow and the other so fast, and second, because the themes themselves are intricate

enough, together with some slight variation, to keep one’s interest from flagging.
The finale is marked prestissimo, as you can see, but it must always be clear and
even. This is a very impatient sonata, if you will, but it is one that has not been
written before. You will know how to treat it.

There are many things in the F major Sonata, too, that will cause our general
run of musicians to complain that things are not being done as the rules specify,
while some others will merely listen impatiently and not notice that there is any-
thing unusual at all. You see the themes in the exposition - they are easy both to
see and hear - but where are they in the development? They are not there. The
whole development section is built on the little figure toward the end of the expo-
sition, and, when the restatement arrives, it is in the wrong key. Such goings-on!
Only after the first theme has been restated in D does it come back to the home
key, and then only the latter half of it does. And yet, it is good so. The second move-
ment, though it is marked Allegretto, is almost a slow movement in feeling; a real
Adagio would be too heavy here, too stern, and would call too much attention to
itself. The finale is a trick. It is a canon, of course. The first voice enters, and then
the second at the octave, and then the third on the dominant. Ah, but look again.
Suddenly it is no longer a canon, and a second little theme appears. Perhaps it is
a rondo. But look still again. It goes into minor and begins to develop, and even
before the development is through, the theme comes in in canon again, and, after
a lot of fuss, there is the second theme in the home key. It was a sonata all the time,
even though it didn’t sound in the least like it. What a disappointment! I can see
you laughing over it now.

The third of the sonatas is very different. I would rather not say too much
about it, except to tell you that it, and particularly the Largo e mesto, comes from
the depths of my soul. I have never written a movement like this before, nor has



anyone else. You, 1 believe, will understand me, but 1 fear that few others will, even
those who can bring themselves to accept the strangeness of some of my other
music. This movement is like a terrible tragic presentiment, and yet I feel strongly
drawn to it. Play it for yourself. Tell me what it says to you.

I have no more to add but that the sonatas are dedicated to the Grifin von
Browne, née von Vietinghoff. You, no doubt, will be a little disappointed that they
are not inscribed rather to you. But you know how people are eager to pay for such
little flatteries, and knowing also my condition, I am sure you do not begrudge me
the opportunity to put a few pennies in the threadbare pockets of your poor, but
devoted,

Beethoven

Shortly after the date of the preceding letter, Beethoven began to notice a grad-
ual deterioration of his hearing. Within three years the roaring in his ears had
increased to such a point that he despaired of ever being able to hear again. The
style of his letters changes markedly. He ceases to go to social functions. His music
becomes deeper and more earnestly expressive. The artist as a young man is dead,
and the new century brings with it a new Beethoven.

JAMES GOODFRIEND
The somewhat difficult life of an artist and repertory producer is often made even

more trying during recording sessions by the sometime intrusion of extra-musical
sounds.

In Manhattan Center, it is the pigeons merrily roosting in the rafters; at
Carnegie Hall, the rumbling of the subway; at Lincoln Center, it might be the care-
less page-turn of an orchestra player; and almost anywhere it could be the wailing
of a siren.

When these things occur, the producer inevitably cringes as if mortally wound-
ed and the artist usually throws up his hands in despair, exclaiming that the most
beautiful moment of the session has just been ruined.

Not so with Glenn Gould. For some years now he has been merrily fugueing
his way through the keyboard works of Bach, Beethoven and Schoenberg to the
accompaniment of the strange creakings and groanings of an old, beloved friend -
his piano stool. This object of endearment, decrepit and moth-eaten as it is (having
reached retirement age long ago), apparently has learned to swing and sway so per-
fectly with Glenn Gould’s body motions that he has stubbornly refused to part with
it in spite of all counsel and advice - and an offer from the Smithsonian Institution.

It has come to this: Columbia Records has decided to call upon the powers of
science to construct a facsimile of this famous chair which will have the same
swayability without the noise. Until then:

Glenn Gould refuses to give up his chair.
Columbia Records refuses to give up Glenn Gould.

And we hope that you, the consumer, will refuse to be discomforted by some
audible creaks that are insignificant in light of the great music-making on this disc.

THOMAS FROST



