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TASTING OF CONTRADICTIONS

Ludwig van Beethoven's piano sonata "Hammerklavier", Op. 106, was for a long time extremely
confusing to my musical intellect. It was as if this piece had been deliberately hidden, as if Mr
Beethoven had premeditatedly wished to conceal in this piece an inscrutable enigma that would
be debated by musical intellectuals for centuries, and these very different interpretations would
have defended their truths irreconcilably, far apart from each other. He has left us a legacy of
seemingly irreconcilable contradictions

Perhaps it was my fascination with unsolvable, or almost unsolvable, puzzles that inspired me to
learn this particular, eccentric piece after all.

Many people have already written reviews, treatises and musical analyses of the piece, and | could
add to the list of these in terms of composition, analysis, thythm and even message, but that could
be the subject of another, more professional treatise

Instead, | would like to present here a personal opinion

First of all, it should be made clear that Mr Beethoven has issued specific metronome instructions
in this one piano sonata. It seemed to me that pianists should be happy when the composer
himself gives such clear and precise instructions (which basically influence and determine the
whole musical process), since they are supposed to make the life of the honest musician easier: if
there is a prescribed, concrete tempo indication, at least that much of a grip is given. Yes, but with
this 'help’, Mr Beethoven not only gave no help, but rather created a chaos of interpretation that
has divided performers into two seemingly irreconcilable camps to this day. Here too there is a
contradiction.



One view is that we should not try to outsmart the composer, but should play these extremely fast
tempos because the composer deliberately and emphatically asked for them.

The other camp, also made up of major artists, arques that Mr Beethoven was already completely
deaf at the time, so he could not hear the acoustic of the piece, only what he heard in his head. And
for many famous artists this means that in his head, without acoustic experience, even he could not
appreciate how music could sound at such fast tempos in an acoustic space.

If the metronome numbers themselves had not been inserted at the beginning of the movements,
but all the other indications had remained there, | think we would have a much simpler and more
coherent picture of the whole piece and it is likely that we pianists would all have come to roughly
similar conclusions about the interpretation of the work, even if there would have been performer
differences, opinions and solutions.

From the very beginning, | was suspicious of these two camps of artists who were fundamentally
and militantly separate from each other. What can one think of here? After all, listening to the
arguments of both camps separately, one tends to be convinced of the truth of both. But
something and its opposite cannot be true at the same time. At least if we stick to the more
rational, measurable elements of music, such as thythm and speed

There was a moment when | asked myself: is there a solution to this piece? Is it possible to resolve
all the contradictions that are both in and around the piece?

If we take the issue of tempo as a starting point, along which the greatest discrepancy between the
two camps is apparent and which is, after all, fundamentally decisive precisely because of its
extreme nature, the question arises as to whether there is not a third solution here, where the
seemingly insurmountable difference between the two camps can be resolved.






| do not intend this resolution in any way to eliminate the differences of interpretation, but to
consolidate the seemingly unresolvable situation that forces the listener to choose one camp's view
or the other, in which case we should be content to accept either one argument or the other.

It should be added here that within both camps, other parameters and values of the music can add
a lot to, or take away from the production and interpretation, so the situation is not completely
black and white. Yet, because the two basic trends are so sharply separated, one feels that one has
to choose along these two ideologies.

In a more difficult position are those who insist on the original tempo markings, if for no other
reason, surely to give a greater ‘attack surface’. After all, it is easy for an outsider to gauge with the
aforementioned metronome how well someone is adhering to the fast tempos prescribed by Mr
Beethoven and undertaken by himself. In this case, the recordings show that even they do not
adhere to the speeds which they themselves represent and undertake. For example, in the return of
the third movement, | have not yet heard any interpretation in which the original tempo was the
same as at the beginning of the movement. For many interpretations, there are several other such
areas to criticise, given the metronome's unquestioning accuracy. (And here | am obviously not
referring to actual, local agogics, where quite rightly, they deviate from the basic tempo for reasons
of some interpretive clarity)

Such a problem obviously does not arise in the other section, since those artists have distanced
themselves from dogmatic, numerical adherence to tempo markings. In these cases, | had a
different type of interpretive problem, i.e. | felt I had to find a quasi-third way to unravel the mystery
| realised that | needed to go back to the question of time and understand it more deeply in order
to find the answer.



This path is not limited to the two-dimensional domain of the metronome, which clicks relentlessly
and determines the basic tempo, nor to the fundamentally slower tempos represented by the other
camp, but to a sense of time that transcends the interpretive (and all-embracing) notion of speed
as a guideline that adheres to the consistency of the ground (metronome) calculation. For in what
else, if not music, can there exist simultaneously several dimensions of time, or more precisely of
the perception of time?

| think it is best to take the third movement as a starting point. The original tempo marking is
perhaps the most critical in this movement, since it seems to contradict the textual instructions of
the movement. How can one recancile the instruction 'Adagio sostenuto, Appassionato e con molto
sentimento’ with a quick, light-hearted, average impression of simplicity, which is what the piece
becomes when one adheres to the metronome number itself, which is also a compositional
requirement (92/1-8). Here, then, the composer's textual instruction contradicts - at least
apparently - his own metronome number. If we really take this seriously, interpreting it literally, one
gets the feeling that Mr Beethoven's expectation is something like running up a hill with a
medicine ball, while bouncing and throwing it with the south hand with exactly the same
movements as a ping-pong ball. It's a wooden hoop. That is, the choice is between following the
dry instructions of the metronome number and attempting the impossible, or following the textual
instructions and attempting to put the stubborn metronome number into a broader, deeper and
more artistic perspective, even at the cost of filling the dryness and inherently deadness of the
numbers with artistic space, even if it means the numbers show otherwise



It became clear to me that only by starting from music, and more speifically from the basic
position of the birth of musical sounds in acoustic space, that is, only from a concrete acoustic
experience, | can achieve the speed at which the work has a chance of being born in a concrete
space. Moreover, | think that my fellow musicians and colleagues would not play this work at
exactly the same tempo in a church with reverberant acoustics or in a theatre with dry acoustics, to
name two extreme values. If this is the case, and if representatives of both camps agree on this
(that is, that they would play the same piece at different tempos in two different acoustic halls),
then I think we have found, or at least come closer to, the anomaly of the tempo issue.

And if we try to understand the question of tempo from the composer's point of view, we cannot
ignore the composer's own human and spiritual attitude, especially when it comes to Beethoven
The case of Ferdinand Ries, one of Besthoven's loyal students is telling. He, before the start of the
cutting, asked Beethoven for precise metronome markings for the symphony movements to be
performed, and Beethoven sent them to him by letter. But his letter did not arrive and Ferdinand
Ries urged a reply. Beethoven then metronomised his movements a second time and sent this set
of numbers. In the meantime, his first letter had arrived, revealing that he had recorded two very
different metronome markings. When this came to Beethoven's attention, he exclaimed, "No
metronome!" | think we should take a deep breath here. So how? Did Beethoven himself, in the
same piece, twice interpret in a completely different way one of the fundamental elements of
music, namely tempo?



Based on this story, which fortunately has come down to us as documented, we can draw an
interesting and important conclusion. Similar to my thoughts so far, we can see here that no good
composer has ever favoured any rhythm-foreign, music-foreign element, even if he has sometimes
used it as a kind of aid. The aversion of a musician's soul to any external and artificial element alien
to biology is perfectly understandable. The metronome s typical of such an instrument. It is
interesting, however, and seems contradictory, why then almost all composers insist on using the
metronome. One reason is certainly technical. All possible means must be used to ensure that the
composer can indicate the quality of performance expected. The other reason is the mental
struggle that characterises great musicians. With Beethoven, this is an absolutely fundamental
character trait. He wants to indicate tempo and then he writes out the metronome number, but he
doesn'tand then he doesn't. Sometimes the tempo is obviously the right one, but sometimes even
the composer himself cannot tell, or rather on two separate occasions he feels that a completely
different tempo is right. In his case (e.g. in the case of the symphony mentioned above) this is an
even more significant "mistake", since he did not have two completely different acoustics where he
could hear the work in two completely different ways, but the acoustics were the same both times,
since he was using his inner hearing.

Finally, a more light-hearted anecdote about Brahms. When his publisher had approached him for
the metronome markings for the Intermezzos he was publishing, Brahms replied, "Do you think
I'm so stupid as to play the same way every day?"

Gergely Boganyi









BOGANYI B-292 GRAND PIANO

The revolutionary Bogényi Piano - a first in the history of grand piano building - is constructed
with a fully composite structure including a patented carbon fiber soundboard and action and
recently the Carbon Core center plate, which helps reduce the total weight by 200 kgs (440 [bs),
rendering the piano much more reliable and stable

The new carbon fiber soundboard is more resistant to most exterior conditions, including heat,
humidity, cold, damp and dryness. This keeps the quality and consistency of the sound as stable as
possible, enabling the piano to stay in tune for much longer and to require less maintenance

The Bogényi piano comes with a redesigned agraffe system, which connects the strings with the
soundboard in a more precise manner, allowing for higher tension and liberating the sound when
the instrument is played.

QOur concert grands are equipped with standard carbon fiber action, combining our carbon fiber
materials into a modern design, which allows for a wider range of dynamics than do traditional
wood constructions.

The Bogdnyi Piano shape and soundboard, combined with the technical innovations, results in a
uniquely refined sound. Every note played is refreshingly clear and distinct. This is a piano
rethought, reassessed and reinterpreted from the perspective of the classical piano.



The astonishing design created by Hungarian designer Péter Uveges equips the piano with
merely two legs instead of the traditional three. The design is not only beautiful to the eye but also
to the ear, helping to propel more sound towards the audience

The unique design alsa tums the piano into a piece of functional art and design. As spectacular
architectural developments have revolutionized the structure of performing arts centers and concert
halls alike, this new approach to piano design may well enrich the tradition of instrument making.

The Bogényi piano is a piano created by a pianist. It is born of deep insight into what constitutes
high quality sound and enriches the concert experience for pianists and audiences alike. It is a
modem piano for modern times, providing another high performance option for expert pianists,
soloists or connoisseurs of classical, popular or jazz music. The Boganyi piano is a unique response
to novel times and changing styles

We carefully handcraft the Boganyi piano at our factory in Hungary, building each model
individually upon request.

Our pianos are created with over 15 years of pioneering experience, engineering and innovation
We have 3 models available: the mid-size art model B-202, the Prestige B-262 and the
performance size Prestige Grand B-292

www.boganyi-piano.com
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RECORDING SETUP

Microphones: AEA R88 Stereo Ribbon Close Mic, DPA 4007 Room Mic
Sound Engineer: Gdbor Haldsz

Recorded audio format: Native DSD256 (Pyramix, Merging Hapi)
Mixed and mastered on Neumann KH 420 Monitors
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TRACK LIST

07.Sonata No. 29, Op. 106. Hammerklavier, |. Allegro 12:06
02. Sonata No. 29, Op. 106. Hammerklavier, I1. Scherzo. Assai vivace 03:00
03.Sonata No. 29, Op. 106. Hammerklavier, Ill. Adagio e sostenuto 18:55
04. Sonata No. 29, Op. 106. Hammerklavier, IV. Largo - Allegro risoluto. Fuga a tre voci 12:59
05. Bagatelle No. 25 in A minor, Fiir Elise 02:56

Total time: 49:56
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