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Abstract

This study examines the Trio, Op. 11 for clarinet, cello and piano in Bb
Major by German composer Ludwig van Beethoven. It mainly focuses on the role
of the clarinet within the ensemble and offers suggestions for improving perfor-
mance technique and interpretation of the clarinet player, as well as togetherness
of the ensemble. The aim is to help musicians and music students perform the
work in a correct manner, in the light of these examinations.

Beethoven composed the Trio, Op.11 upon the request of clarinet virtu-
o0so Joseph Beer and completed it in the first half of 1789. Today, musicians and
music students frequently perform and study this work, which is the most import-
ant works of clarinet chamber music education repertoire.

First, this study introduces general information on Beethoven’s life and
musical identity, and shortly touches upon his works with clarinet, along with
similar works of other composers in the 19th century. Then, in the light of exam-
inations on the Trio, Op. 11, it determines the sections that may create technical
difficulties in clarinet performance, as well as difficulties for ensemble playing,
and makes suggestions to overcome these difficulties. This study would help cur-
rent and future generation musicians, educators, pianists, clarinet and cello players
to learn about Beethoven and to improve the quality of their interpretation by
providing a more comprehensible view on the subject.

Keywords: Beethoven, chamber music, trio, clarinet, violoncello, piano.

0Oz

Bu ¢alisma, Alman besteci Ludwig van Beethoven’in klarnet/keman, viy-
olonsel ve piyano icin “Op. 11 Si bemol Majér Uclii” baslikl1 eserini incelemekte-

dir. Calisma agirlikli olarak grup iginde klarnetin roliine odaklanmakta ve klarnet
icracisinin eser i¢indeki performans teknigini ve yorumunu gelistirmesi ve ayni
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zamanda grubun beraberligi i¢in 6nerilerde bulunmaktadir. Bu dogrultuda amag,
miizisyenlerin ve miizik egitimi géren dgrencilerin yapilan bu incelemeler 15181n-
da eseri dogru bir sekilde seslendirmelerine yardimci olabilmektir.

Beethoven Op. 11, Uclii’yii, klarnet virtiidzii Joseph Beer’in istegi iize-
rine bestelemis ve eseri 1798 yilinin ilk yarisinda tamamlanmistir. Giiniimiizde,
miizisyenler ve miizik egitimi goren 6grenciler, oda miizigi egitim repertuvarinin
en dnemli eserleri arasinda yer alan bu eseri siklikla konserlerde icra etmekte ve
calismaktadirlar.

Bu caligma, ilk olarak Beethoven’in yagami ve miizikal kimligi hakkinda
genel bilgiler vermekte ve bestecinin klarnetli yapitlari ile 19. yiizyildaki diger
bestecilerin benzer tiirdeki eserlerine kisaca deginmektedir. Daha sonra, eser
tizerinde yapilan incelemeler dogrultusunda, hem enstriimanlarin birliktelikleri
acisindan hem de klarnet ¢aliciliginda teknik agidan zorluk olusturabilecek yer-
leri ve bu zorluklar1 azaltmaya yonelik onerileri ortaya koymaktadir. Bu ¢alisma,
giiniimiiz ve gelecek kusak miizisyenlerinin, egitimcilerinin, klarnet, viyolonsel
ve piyano icracilarinin Beethoven’1 tanimalarina ve konu tizerinde daha anlasilir
bir goriis saglayarak yorum kalitelerini artirmalarina yardimci olacaktir.

Anahtar Kelimeler: Beethoven, oda miizigi, ii¢lii, klarnet, viyolonsel,
piyano.

1. Introduction

Ludwig van Beethoven was born in Bonn, Germany in 1770. His
grandfather was one of the court musicians of the governor of Cologne,
Germany, and his father, Johann, was one of the members of the choir. He
received his first music lessons from his father, who discovered his son’s
exceptional talent and wanted him to be raised like Mozart. He would lock
Beethoven to the practice room for long hours, expecting him to practice,
and punish him severely when needed (ilyasoglu, 2001: 71).

Beethoven, who met music through his father, got advanced in his
studies rapidly, and performed on stage for the first time on March 26,
1778. He succeeded to draw public attention by playing piano at such an
early age. When Beethoven shared the stage with one of his father’s singer
students, he mesmerized the notables of Bonn with his talent on the piano
(Karlidag, 2019: 8). Beethoven’s father was very impressed by the success
of this concert, and right after the concert, he had Beethoven take piano,
violin and organ lessons, with the understanding that he alone would not be
enough for his son’s music education (Yal¢inkaya, 2010: 7). Beethoven’s
first teacher was the organ player Gilles van den Eeden, who was a close
friend of the grandfather Beethoven. His teacher not only taught him about
organ, but also gave him information on basic composition. Upon the death
of Eeden, Beethoven continued his organ studies with Willibald Koch. He
also continued his violin studies with Franz Ries, and at the same time
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took French Horn lessons from Nikolaus Simrock. However, throughout
Beethoven’s time in Bonn, his true mentor was Christian Gottlob Neefe
(Karhdag, 2019: 8).

When Beethoven began studying with Neefe, he had a great de-
velopment musically, and began to make his first composition attempts.
Beethoven kept progressing under Neefe’s mentorship. His Variations in
¢ minor on a theme by Ernst Christoph Dressler was published in a music
journal titled “Cramer,” in 1783. Among the other works Beethoven com-
posed between 1782 and 1785 are 3 Electoral Sonatas for Piano, WoO 47
(1784), several songs, and short pieces for piano. When Beethoven was in
his 20’s, he began to write his most dynamic and striking works (Karlidag,
2019: 10-11). In November of 1792, he left Bonn and moved to Vienna. In
Vienna he studied composition with Haydn, counterpoint with Albrechts-
berger, and vocal music composition with Salieri. Beethoven rapidly
gained recognition, and the love of nobles such as Prince Lichnowski and
Prince Lobkowitz (Say, 1994: 315). He did his first public performance in
Vienna, in 1795. The composer played his and Mozart’s piano concertos in
this concert, and after this successful performance, he performed concerts
in Nurnberg, Prague and Berlin (Say, 1994: 315-316). Because of the hepa-
titis he had between the years 1800 and 1801, he began to have progressive
deafness. Because of this incident, Beethoven’s temperament was changed
and he continuously had depressions (Say, 1994: 316). ilyasoglu explains
Beethoven’s days of struggle with the following words:

He was shattered because of understanding that he would be re-
moved from the society, rather than the musical difficulties he
would be facing. As a composer, he was hearing the music in his
head as soon as looking at the sheet music, and was able to arrange
with his inner ear and write down the inspirations rushing in his
brain. As a pianist, the disaster began! He would no more be able
to receive applause at different halls, conduct his works as a con-
ductor! In addition, it was impossible for him to teach. Thereby,
he realised that his social life was over. He withdrew himself from
the society and shut himself away in his inner world (Ilyasoglu,
2001: 71).

In 1809, nobles of Vienna, Prince Kinski, Prince Lobkowitz, and
Archbishop Rudolph endowed Beethoven with an annual income on the
condition of him living in Vienna. Beethoven got out of depression with his
own willpower and decided that: “I’m not leaving this world before creat-
ing all the works which I sense that | have to compose!” After this decision,
Beethoven wrote his Eroica symphony, Fidelio opera and oratorio titled
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Christ on the Mount of Olives. Beethoven composed his last quartet in the
fall of 1826. The composer returned home in December and lied sick for 3
months. Doctors were not able to do anything about it, and the composer
died in March 26, 1827 (ilyasoglu, 2001: 71-72).

According to some historians Beethoven is a classical period com-
poser, and according to others, he marks the beginning of Romanticism.
His works can be examined in three periods. These are early, middle, and
late periods French composer d’Indy (1851-1931) titled these periods as
Imitation, Eversion, and Reflection. The composer’s works in early period
has a classical structure, however they get closer to the Romantic essence
(Ilyasoglu, 2001: 70-74). Among his works from this period, many piano
sonatas such as Moonlight and Waldstein, Kreutzer sonata for violin and
piano, and 3 concertos for piano are the prominent ones (Selanik, 2010:
166). The composer’s middle period (1803-1816) was his most prolific
period. The series of symphonies that began with Eroica, took place in this
period until the end of the eighth symphony. His late period compositions
are far from dramatic display, and their musical language is more abstract
(ilyasoglu, 2001: 70-74). According to Grout-Palisca: “Beethoven s music,
more than all of the composers before him, has the feature of a direct ex-
pression of personality” (Say, 1994: 319). In addition to this, Pamir states,

According to Beethoven, perfection meant especially simplicity
and necessity. He always warned himself with the direction “Al-
ways aim to be simpler.” Another point is that the artist has not
sacrificed spiritual content in the name of his simplicity. On the
contrary, as Beethoven simplifies himself, the spirit he brings in
his work enriches and intensifies (Pamir, 2000: 37-38).

On the other hand, according to Lockwood, more recent discus-
sions on Beethoven’s music suggests that the composer’s works from
around between 1815-1827, portray “a ‘turn toward lyricsm’ as a distinc-
tive feature of his later style” (Lockwood, 1992: 209). Kerman’s biography
of Beethoven in the New Grove Dictionary supports this idea and gives the
song cycle An die ferne Geliebte as a clear example of this lyrical expres-
sion (Lockwood, 1992: 209).

2. Beethoven’s Music

Similar to majority of the classical period composers, Beetho-
ven wrote mostly for string instruments and piano. Among his works for
string instruments, such as violin sonatas, string trios and quintets, some
of his string quartets stand out with their groundbreaking features (British
Library, 2009). The string quartet is not only the most respected genre of
chamber music Beethoven worked with, but it is also the one he aimed
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the highest at (Lederer, 2012: 116). As Lederer states, “Beethoven’s place
in the history of string quartet is, with Mozart and Haydn, at its pinnacle”
(Lederer, 2012: 116). According to Greenberg, the 16 string quartets Bee-
thoven wrote throughout his career also provide a documentation of his
ongoing and revolutionary evolution as a composer.

The string quartets of Beethoven are not only great works of art
unto themselves, they are also a musical diary of Beethoven’s ev-
er-changing, ever-evolving compositional technique and expres-
sive priorities (Greenberg, 2009: 11).

The six string quartets (Op. 18) Beethoven wrote between 1799
and 1801 are from his early period. These quartets lack the boldness and
excitement of his later works, and they make it clear that the composer
takes Haydn and Mozart as a model at this time. The later quartets, Op. 59,
Op. 74 and Op. 95, are from his middle period. These quartets symbolize
a great jump in scope and force, and also their personalities are radically
different from each other. On the other hand, the composer’s late quartets
Eb Major, Op. 127, A minor, Op. 132 and Bb Major, Op. 130 present his
typical diversity, which is apparent in all his creative periods (Lederer,
2012: 118-120).

Beethoven’s another favorite genre, of which he had a large out-
put, was piano works. In The Classical Style, Rosen argues that Beetho-
ven’s earlier style of his keyboard works is closer to an early romantic
idiom; and that as he got older, he got closer to the forms and proportions
of Mozart and Haydn (Keefe, 2009: 485).

The composer’s more advanced piano works, among with other
advanced works, drew some complaints from the 18th Century Viennese
society at the time. Because of the growing popularity of keyboard playing
in upper class and increasingly in middle class, composers created a vast
and diverse repertory of keyboard music at this time. The largest market
was for works by amateurs that were technically and stylistically more
approachable. This caused most 18th century composers to differentiate
between more ‘serious’ compositions and works for the popular market,
being aware of the restrictions imposed by the demand of the general lis-
tener and dilettante. In later stages of his career, Mozart’s popularity was
reduced because of his cultivation of more learned and less approachable
style. Similar to Mozart, Beethoven also had his share of complaints due
to the same reason, especially for his keyboard works (Keefe, 2009: 460).
Despite the complaints of the 18th Century audiences, today Beethoven’s
piano works are among the most important repertoire for pianists. Lederer
talks about this importance with the following words:



52 | Van YOzonco Yil Universitesi Sosyal Bilimler EnstitUs0 Dergisi

When planning recital programs, pianists come back again and
again to Beethoven and Chopin as the two most important compo-
sers for their instrument, whose music appeals most to the public
and best demonstrates the performer’s technique and artistry (Le-
derer, 2012: 10).

In addition, the author suggests that Beethoven’s famous piano
sonatas titled “Pathetique,” “Waldstein,” “Appasionata” and “Moonlight”
are “unassailable coin of the Western cultural realm” (Lederer, 2012: 10).

Other than the 32 piano sonatas and 5 piano concertos, the com-
poser had written many smaller works for piano in the form of waltz, ba-
gatelle and the like (British Library, 2009). The 5 piano concertos, similar
to string quartets, are also significant in the sense that they portray Beetho-
ven’s development as a composer in certain aspects:

These concertos reveal the steady development of Beethoven’s
mastery of pianistic and orchestral resources through his early and
middle periods. The first two, No. 1 in C Major, Op. 15 (1795), and
No. 2 in B-flat Major, Op. 19 (before 1793), reflect the youthful
exuberance of Beethoven’s earlier style. No. 3 in C Minor, Op. 37
(1800), is “one of the most successful embodiments of Beetho-
ven’s “C Minor mood’ (New Grove Dictionary) and No. 4 in G
Major, Op. 58 (1805-18006) is considered a milestone in concerto
development. No. 5 in E-flat Major, Op. 73 (“Emperor,” 1809),
clearly illustrates Beethoven’s further innovations in concerto stru-
cture (Beethoven, 1983).

3. Beethoven and Clarinet

Although Beethoven did not compose any music for solo clarinet,
he often utilized this instrument in his chamber music works and sympho-
nies. Yal¢inkaya states,

Although he didn’t write large-scale pieces for clarinet, it is well
known that he gave importance to this instrument in his chamber
music and orchestral works. The number of his works for wood-
wind instruments is considerably less than the number of his works
for strings and piano (Yalc¢inkaya, 2010: 11-12).

Pino also explains that, “The fact is that Ludwig van Beethoven is
the first great composer to include clarinets in all of his symphonies right
from the start, beginning with No. 1” (Pino, 1980: 238). The composer
often favored clarinet duets in the slow movements of his symphonies.
Although Beethoven used clarinet in a masterful way in all of his sym-
phonies, “The most spectacular writing, however, occurs in the even-num-
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bered symphonies, especially in Nos. 4, 6, and 8” (Pino, 1980: 239). The
composer’s ‘modern’ approach in writing for the clarinet is also apparent
in his Symphony No. 6 (1808). In this symphony, the clarinet part is in the
key of G major, and it includes modulations to D and A major keys. These
key changes require an advanced instrument and playing technique, which
would not have been possible at earlier stages of Beethoven’s career (Ho-
eprich, 2008: 125).

The composer’s friendship with the Bohemian clarinet player Jo-
seph Friedlowsky, who was also “the first professor of clarinet at the Vi-
enna Conservatory” (Hoeprich, 2008: 125), allowed him to learn about
the mechanism of the instrument, as well as its tonal and technical charac-
teristics. With this knowledge, he was able to know about the instrument
more intimately and compose for it “far more daringly than for other wind
instruments” (Rendall, 1957: 67).

Beethoven’s first exposure to the clarinet was probably during his
boyhood at the court of the Elector of Cologne. At Elector’s court orches-
tra, the wind instruments were especially well represented and clarinet was
definitely used by 1784. It was also possible to hear this instrument within
the Octet that played at the mealtime concerts of the court (Pino, 1980:
238).

Between 1792 and early 1800s, Beethoven wrote a series of cham-
ber works that included the clarinet. In 1792, he wrote two works titled
“Octet, Op. 103” and “Rondino” (Rendall, 1957: 66). Although in earlier
Octets of the time, it is usually the oboe that takes the main role, in his
Octet, Beethoven forces the oboe player to share the leading role with the
clarinet. Right around the same time, Beethoven also wrote three duets for
Clarinet and Bassoon, which were published later in 1815. The speculation
is that these compositions were all written for the mealtime concerts at the
Elector’s Court. Also in 1790s, Beethoven wrote a Sextet (Op. 71) for two
clarinets, two horns, and two bassoons (Pino, 1980: 238). In 1798, Bee-
thoven composed the Trio, Op. 11 for clarinet, cello, and piano, which is
the main topic of this manuscript. Two more works including the clarinet
were also composed around the same time period: the Quintet, Op. 16 for
oboe, clarinet, horn and bassoon in Eb major, and Septet, Op. 20 for clari-
net, horn, bassoon, violin, viola, cello, and double bass (Pino, 1980: 238).
Pino claims that these two works are “among the greatest chamber music
ever written” (Pino, 1980: 239) and Rendall adds to it with the following
words: “one of the most beautiful tunes ever composed for it [clarinet] is
contained in the Adagio of the Septet” (Rendall, 1957: 67).

The movements of these works are as follows,
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Octet for 2 Oboes, 2 Clarinets, 2 Bassoons and 2 Horns in E-flat Major,
Op. 103

Allegro
Andante
Menuetto
Finale: Presto

Rondino for 2 Oboes, 2 Clarinets, 2 Bassoons and 2 Horns in E-flat
Major, WoO 25

Andante

Duo for Clarinet and Bassoon No.1, WoO 27
Allegro commodo

Larghetto sostenuto

Rondo: Allegretto

Duo for Clarinet and Bassoon No.2, WoO 27
Allegro affettuoso

Larghetto: Aria

Rondo: Allegretto moderato

Duo for Clarinet and Bassoon No. 3, WoO 27

Allegro sostenuto

Andantino con moto: Aria con Variazioni

Sextet for 2 Clarinets, 2 Bassoons, and 2 French Horns in Eb Major,
Op. 71

Adagio: Allegro

Adagio

Menuetto: Quasi allegretto

Rondo: Allegro

Quintet for Piano, Oboe, Clarinet, Bassoon, and French Horn in Eb
Major, Op. 16

Grave: Allegro ma non troppo

Andante cantabile

Rondo: Allegro ma non troppo

Septet for Clarinet, Bassoon, French Horn, Violin, Viola, Cello, and
Contrabass in Eb Major, Op. 20

Adagio: Allegro con brio
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Adagio cantabile

Tempo di Menuetto

Andante: Tema con variazioni (I-V)
Scherzo: Allegro molto e vivace
Andante con moto alla Marcia — Presto

4. Clarinet and Chamber Music in the 19. Century

Solo repertoire for the clarinet began gradually in the 1720s, and
during the late 18th and early 19th Centuries, hundreds of composers wrote
concertos for this instrument (Rice, 2017: XI). This rapid growth of the
repertoire was due to the enormous amount of development clarinet had
gone through. At this time, the design of the instrument, its technique and
repertoire advanced rapidly. This drastic change and development inspired
the composers of the era to write virtuoso works for the clarinet, and to use
it in a much more versatile way in chamber and orchestra music (Hoeprich,
2008: 123).

Other than Beethoven, there were many important composers, who
wrote chamber music works including clarinet in the 19th Century. Espe-
cially, Carl Maria von Weber had a strong impact on the clarinet literature.
Other than his two concertos and one concertino, which are among the
most important works written for clarinet, he wrote a Quintet, Op. 34 for
clarinet and strings (Pino, 1980: 242-243). Other quintets for clarinet and
strings were written by Antonin Reicha (op. 89), Sigismund von Neukomm
(op. 8), Franz Krommer (op. 95), Joseph Kiiffner, F. T. Blatt, Heinrich
Baermann (opp. 18 and 23), Thomas Téglichsbeck (op. 44), Lous Spohr
(opp. 34 and 81), and Andreas Romberg (op. 57). Wind quintet (flute, oboe,
clarinet, French horn, and bassoon) was frequently used by the compos-
ers of this era. Antonin Reicha and Franz Danzi are the composers often
thought to bring this genre to existence. Similarly, larger ensembles with
mixed winds and strings following the example of Beethoven’s Septet, Op.
20, were also popular at the time. Works by Ferdinand Ries, Louis Spohr
(opp. 31, 32), Franz Lachner, Antonin Reicha, J. Nisle, Franz Berwald, J.
N. Hummel, Friedrich Witt and especially Franz Schubert (Octet, D803)
are good examples of this genre (Hoeprich, 2008: 152).

5. Method

General aim of this study is to help improve ensemble playing,
and correct playing of difficult passages in the clarinet part of Beethoven’s
Trio in Bb Major for Clarinet, Cello and Piano, Op. 11. With this aim, the
study focuses on how to resolve specific challenges in the clarinet part, and
includes suggestions for achieving an accurate performance. Furthermore,
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the study provides information about Beethoven’s life, music, and clarinet
works of the era, which would help the performers and teachers build a
better foundation for correct interpretation of the work.

6. Beethoven’s Trio For Clarinet, Cello and Piano in Bb Major,
OP.11

The Trio for Clarinet/Violin, Cello and Piano in Bb Major Op. 11
is among the most important works in clarinet and chamber music rep-
ertoire. After Beethoven completed this work in the first half of 1798, T.
Mollo publishing company published it for the first time in October of
1798 in Vienna. According to Czerny (1791-1857), this publication also in-
cluded a violin part, which was transcribed by Beethoven himself. Today,
the work is performed both with violin and clarinet. (Aktiize, 2013: 242).

Beethoven’s Trio, Op. 11 seems to be more compact, less innova-
tive, less serious in intention, and striving for less depth of emotion com-
pared to the composer’s first three trios (Op. 1) (Watson, 2010: 72; Terence,
2013: 352). However, it still contains quite sophisticated aspects such as,

[...]witty solutions to problems of tonality; for example, when
writing for the late-eighteenth-century clarinet with its limited
range of available keys; the ‘democratic’ distribution of melodic
material, shared with almost unprecedented fairness between all
three instruments, clear from the start and consistent throughout;
the subtle use of thythmic motives, the rich textures and beguiling
melodic invention (Watson, 2010: 72-73).

Beethoven dedicated the work to Countess Maria von Thun, who
was the mother-in-law of the composer’s two leading patrons, Prince
Lichnowsky and Count (later Prince) Razumovsky. The less adventurous
and more classical qualities of the work is understandable, since this style
would have been more appealing to the elderly Countess, who had person-
ally known and supported the older generation composers such as Gluck,
Haydn and Mozart (Watson, 2010: 73).

Upon having a general look at the Op. 11 Trio, it is apparent that
the clarinet part is more prominent than the cello part. Since Beethoven
composed the work for the Prussian court chapel clarinetist Joseph Bahr
(mentioned as “Joseph Beer” in other sources), who was also a well-known
virtuoso of the day, he possibly chose the key (Bb Major) specifically for
the ease of playing by the clarinet (Terence, 2013: 351-352).

Upon Bahr’s suggestion, Beethoven wrote the last movement of
the Trio on a theme from Weigl’s comic opera “L’ Amour Marinaro” (The
Corsair in Love), which was wildly popular at the time. This theme choice
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of Beethoven was received with enthusiasm by the audiences, and this en-
thusiasm was documented in a review appeared in the May 1799 issue of
the Allgemeine Musikalische Zeitung:

This Trio flows more smoothly than some other works of its com-
poser. [With] his uncommon understanding of harmony and his
love of profound expression [he] would give us a great deal of val-
ue if he would only write always in a more natural than far-fetched
manner (Watson, 2010: 73).

However, Beethoven was uncomfortable by this enthusiasm. He
even mentioned at some point to his friend Czerny that he was considering
replacing the theme of this movement (Terence, 2013: 352).

The work is in three movements:
I. Movement: Allegro con brio
II. Movement: Adagio

III. Movement: Allegretto (Theme: Pria ch’io ['impegno, Varia-
tion [-IX)

6.1. Allegro con brio

The 1st movement of the work is in 4/4 meter, Bb major key, Alle-
gro con brio (joyful and bright) tempo. It has a structure that requires vir-
tuoso playing. The piano part is especially dominant, and it is technically
more difficult than the clarinet and cello parts.

Clarinet, cello, and piano perform a 4-measure grand entrance to
the movement with the same rhythmic pattern (Figure 1). This entrance in-
cludes two opposing motives; the first one is made of 3 slurred long notes,
and the second one is made of 7 quarter, staccato notes. The sforzando
(strong attack) articulation in the second measure of the 4-measure main
theme is indicated for all 3 instruments. This section should be carefully
performed without disrupting the tempo. The players should not only make
sure to start the notes together, but they also need to make sure to end the
notes simultaneously. This applies especially to the dotted half note, which
is the ending of the first motive. Finishing this note together would ensure
togetherness at the beginning of the second motive, create a stronger sfor-
zando effect, and make the ensemble playing cleaner.
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Allegro con brio.
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Figure 1: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 1, mm. 1-4
Reference: (Beethoven, 1864: 1)

Measures 72-76 (Figure 2), and 209-213 are among the sections,
where the ensemble playing between clarinet and cello is important. In
these sections, there are slurs that continuously connect 2 different 8th
notes. The beginning of each slur coincides with the weak beat of the mea-
sure, instead of the strong beat. Therefore, these slurs should be performed
carefully. While listening to each other, the clarinet and cello players
should make the separation of the slurs simultaneously and clearly.

In order to improve this section, before beginning to work with
the rest of the ensemble, clarinet and cello players can practice with slur
exercises starting on the weak beat, which are illustrated in Figure 3. This
way, they can perform the aforementioned sections in an easier manner.
Furthermore, the clarinet player can perform the slur exercises using the
whole register of the instrument (in various keys), and in 8th notes as writ-
ten in the original piece (Figure 3).



The Journal of Social Sciences Institute | 59

o] P e et $o 2 ~~ —_—
a. [=e == eSS
\.JV = 1 1 1 1 - 1 1 I 1
PP _ .
- e & e -~ 5 P —
L 1 1 1 FETE ¥ T T 1 = = hat™ ] - ]
o e e e i — e
b4
.-? b F._', tEss J"i::.‘ﬁ.':%
i Fan ) L. — — u al
Pno. ¢ rp o cresc.
Yl T 1 T t } . L
)T g e m o g PR — !
e \..__________j -
.~ — P—
~ o T e e ¥ ]
Rl e e e ===
e ——
S
3 |’-\P = 1 |’_-\‘|'- -I'-/_T;\I‘ |‘ = ]
Ve 5“’ 1 1 i I — I ]:I 3 |
I
b
f ﬁfﬁﬁbqulﬁf—f e ,’(‘f% E E'tﬁ
Fanm=== E ! E__F. =
Pno. ¢ I o
1
- P e e ——
b Sesa—;
—_— 0 [l -

Figure 2: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 1, mm. 72-76
Reference: (Beethoven, 1864: 3)

Figure 3: Sample exercise for slurs starting on the weak beat

In measures 76-81, the 16th-note passages played by each instru-
ment consequently may be difficult for the performers. These passages first
appear in the piano part in measures 76-77, then in the clarinet part in
measures 78-79 (Figure 4), and finally in the cello part in measures 80-81.
Practicing the 16th notes in this section with a metronome would be help-
ful in playing these passages rhythmically.

It would be useful for the clarinet player to practice these 16th-
note-groups back and forth in a rhythmical manner, which would bring
agility and precision to their playing. The exercises in figures 5-9 are de-
signed for this specific goal in mind (Figures 5-9). In these simple exer-
cises, each 16th-note-group is played repeatedly, which would allow the
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fingers to move in a more rhythmical way, and to adapt to the fingering
positions easier. This kind of practice makes the quick passages clean and
precise for the clarinet player. The same method can be applied to the other
quick passages that come up within the work. Performance of these kinds
of quick passages in a rhythmical way is especially important for the mu-
sical unity of the work.

Figure 4: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. I, mm.78-79
Reference: (Beethoven, 1864: 3)

Figure 7: Sample exercise 3 for the 16th note group
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Figure 8: Sample exercise 4 for the 16th note group

CEiS SIS S S

Figure 9: Sample exercise 5 for the 16th note group

After the 16th-note passages, there are 8th and quarter staccato
(playing short and separately) notes between measures 82 and 83. This sec-
tion is one of the parts, where the ensemble playing is especially important.
Every player should perform this staccato articulation correctly, in order to
achieve the desired effect. The section in measures 76-84 is also repeated
with same note values and articulation style in measures 213-220. Same
care should also be given to the articulation in this section as well.
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6.2. Adagio

The 2nd movement is in 3/4 meter, Eb major key and Adagio
(Slow) tempo. Throughout movement, clarinet and cello are constantly in
a dialogue. Cello plays the emotional opening theme, which is marked
con espressione (with expression), while being accompanied by the piano.
Terence indicates that this theme is a presentation of “another Beethoven’s
quintessentially simple, but elegant slow movement melodies” (Terence,
356). Also, it recalls both the previous movement of the Trio, as well as one
of Beethoven’s most popular tunes from Tempo di Menuetto of the Septet
and the Piano Sonata in G major, op. 49, no.2 (Watson, 2010: 74).

Clarinet plays the same theme in measures 8-1 (Figure 10), and
this time, cello and piano accompanies to theme together. The 8th, 16th and
quarter notes in measures 8-12 of this section should be performed in the
correct length. Performing of these notes in the correct length is important
for keeping the tempo steady. If the tempo tends to be disrupted during the
performance of this section, then the clarinet player can practice with the
exercise suggested in Figure 11 with a metronome. This way, it would be
possible to move the fingers in a rhythmical way on the keys of the instru-
ment. The clarinet can play the suggested exercises in intervals of thirds
starting from the C in the Chalumeau register of the instrument, to the C in
the clarion register (Figure 11).

Both cello and clarinet repeat the sentimental opening theme once
more between measures 41 and 49. This time cello begins the theme, and
clarinet performs the ending. The clarinet and cello players should make
sure to play this lyrical melody in the same style, while creating a unity in
nuances, articulations and expression.

con espressione
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Figure 10: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 1, mm. 8-16
Reference: (Beethoven, 1864: 11)
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continue as high as

. >
continue as low as

Figure 11: Sample exercise for dotted 8th and 16th notes, quarter
notes

In this movement, one of the most important sections, as far as
ensemble playing between clarinet and cello, is between measures 50 and
53, where there are 16th-note passages (Figure 12). In this section, it is
important for the cello and the clarinet players to make sure to perform
each note simultaneously. Since the first two measures of this section is
in octaves, the players should also be careful about the intonation as well.
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Figure 12: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 2, mm. 50-53
Reference: (Beethoven, 1864: 14)

6.3. Allegretto (Theme: Pria ch’io I’'impegno, Variation I-1X)

The 3rd movement is in 4/4 meter, Bb major key, and Allegretto
(joyful) tempo. The movement consists of 9 variations on a theme from
Weigl’s popular opera of the time “L’Amour Marinaro” (The Corsair in
Love). The main theme is from the song titled “Pria ch’io I’impegno” (Be-
fore I begin work I must have something to eat!) (Watson, 2010: 75). While
the first 8 variations develop freely, melody of the main theme dominates
the 9th variation, which is the ending of the movement (Aktiize, 2013:
243).

In the introduction, piano plays the theme and cello plays the ac-
companiment. Then in the 4th measure, clarinet starts playing the theme
(Figure 13). This time clarinet is accompanied by both cello and piano.
Throughout the theme, staccato articulation is dominant in all three parts,
starting with piano and cello then continuing with the clarinet. In order to
bring out the characteristic of each section, this articulation should not be
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overlooked, and the notes should be performed in equal lengths, and in a
bold manner.

TEMA:Pria chio I'impegno |

Figure 13: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Theme, mm. 4-8
Reference: (Beethoven, 1864: 15)

Variation I: In this variation, there are no clarinet and cello parts;
instead, the piano part is solo. Throughout the variation, Beethoven inten-
sively uses 16th notes. Playing of these 16th notes in a flowing manner by
the pianist is very important for musical unity.

Variation II: In this variation, contrary to the first variation, the
piano part is left out. The cello plays the introduction alone. While cello
continues the melody, clarinet joins in measure 5 (Figure 14). Then, clari-
net and cello continue to play together until the end of the variation.

As far as ensemble playing, it is important for the two players to
listen to each other carefully, and keep the tempo consistent while playing
the duo passages. Here, dynamics are also important elements of unity.
Cello and clarinet players should be careful about keeping the balance in
volume while performing in different dynamics. Since the two instruments
have completely different nature, creating the balance in dynamics might
require some practice.
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Figure 14: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. II, mm. 1-8

Reference: (Beethoven, 1864: 16)

Variation III: In this variation, first clarinet begins to play the
theme, while being accompanied by piano (Figure 15). Towards the end
of this theme, there are 16th /egato (slurred playing) notes in the clarinet
part. The clarinet player should be careful about performing these 16th
notes clearly in a rhythmical manner, while making sure that every note is
being heard. These kinds of 16-note slurred passages always carry the risk
of getting unclear and out of control.

Cello starts playing the theme in the last three 8th notes of measure



64 | Van YOzonco Yil Universitesi Sosyal Bilimler EnstitUst Dergisi

4, while piano continues to accompany. In the cello part, there are staccato
triplets at the end of the theme, instead of the 16-note legato passages in
the section played by clarinet.

VAR III
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Figure 15: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op.11, mvt. 3: Var. IlI, mm. 1-5
Reference: (Beethoven, 1864: 17)

Measures 8-12, in variation 3, include the dialogue of clarinet and
cello. In measure 9, clarinet begins its dialogue with cello. This dialogue
between the two instruments lasts for 5 measures (Figure 16), while being
accompanied by the piano. After this dialogue, clarinet plays the theme
once more, then the variation concludes.

In this variation, which should be played con fuoco (with fire), it is
very important for the players to listen to each other, not bustle, and keep
the tempo steady for togetherness. If the clarinet player struggles to play
these sections in a rhythmical way, they can practice with different 16th
and 8th note groups (Figure 17). The clarinet should perform the suggested
exercise with a metronome and gradually increase the tempo. This way,
the exercise would help performing of each 16th and 8th note clearly and
with a steady tempo. After doing this exercise, the player can practice the
passage as written in the original work. Again, the tempo of the metronome
should be increased gradually for the fingers to adapt to the keys of and to
the tempo.
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Figure 16: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. I, mm. §8-12
Reference: (Beethoven, 1864: 17)

continue as high as
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Figure 17: Sample exercise for 16th and 8th notes

These quick passages of clarinet and cello require some virtuo-
so playing skills. In order to create the desired effect, both players need
to make sure to play the passages clearly, while executing the dynamics,
articulations and sforzando notes in unity. As seen in measures 8-12, the
two instruments keep taking turns in playing the quick passages. Clarinet
and cello players should be careful not to take the rests too long in order to
enter precisely in time to the notes that follow the rests. This would keep a
continuous melodic line and create a flowing performance of this section.

Variation IV: This is the first minor-key variation of the move-
ment, which is also brief and carries minimal connection to the main theme
(Terence, 2013: 358).

In the first measure of the variation, piano begins a dialogue with
clarinet and cello (Figure 18). This mutual dialogue continues until the end
of the variation. Throughout the variation, clarinet and cello continue to
play together, following the piano. Therefore, the clarinet and cello players
should play in great unity, while following the piano rhythmically, creating
a flowing dialogue.
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Figure 18: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. IV, mm. 1-7
Reference: (Beethoven, 1864: 19)

The clarinet and cello mainly move in tenths and octaves (Terence,
2013: 358). Therefore, the players should be careful about keeping the in-
tonation under control in these intervals.

Variation V: Piano begins the variation in a fortissimo (very loud)
dynamic, and then clarinet and cello follow in the same dynamic. In this
variation, 16th notes are dominant in the piano part. For the sake of ensem-
ble playing, each player should listen to each other carefully. The dynam-
ics, which vary throughout the variation, should be observed closely and
performed meticulously.

Variation VI: In this variation, all three instruments contribute
equally to the dialogue between piano and cello-clarinet, dominated by
two-note figures (Terence, 2013: 358). Right after piano plays a pair of
8th notes, clarinet and cello also play an 8th-note pair (Figure 19). While
piano plays on the 1st and 3rd beats of the measures, clarinet and cello
play on the 2nd and 4th beats, responding to the piano. In order to make
this conversation of the three instruments a flowing one, all players should
listen to each other and make sure to keep the tempo steady. In addition,
the players should pay attention to the length of the rests in order to ensure
timely entries to the notes that follow.
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Figure 19: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. VI, mm. 1-4
Reference: (Beethoven, 1864: 18)

Variation VII: In this minor-key variation, cello and clarinet are
in a dialogue. Similar to the previous variation, the dialogue continues with
the interchanging use of short motives. After cello enters the variation,
clarinet replies (Figure 20). Throughout the variation, clarinet keeps reply-
ing to cello, and piano continues to accompany the two instruments. Look-
ing at the variation generally, we can see that almost all of the rhythmical
figures in the cello part are also included in the clarinet part.

Clarinet and cello parts have the same dynamics: the dotted
eight-sixteenth notes in the last beats of the measures are marked fortes-
simo (very loud) and the whole notes in the first beat of the measures are
marked fortepiano (starting the note loud and quickly making it soft). It is
a common performance practice to play the last beat of measures softest,
since they are normally considered to be the weakest beat. Therefore, the
clarinet and cello players need to make sure to play these beats clearly and
loudly, since Beethoven intentionally marked them fortessimo.
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Figure 20: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. VII, mm. 1-4
Reference: (Beethoven, 1864: 20)

Variation VIII: In this variation, the theme starts in the cello part,
while the piano accompanies. In the 4th measure, the melody in the cello
part continues in the clarinet part (Figure 21), while piano still acts as the
accompaniment. In measure 14, the introduction theme is now heard from
clarinet and cello together, while still being accompanied by piano.

According to Terence, the crescendo (increasing the volume) and
decrescendo (decreasing the volume) effects in the second half of this vari-
ation is meant to create a “more passionate effect, but without much suc-
cess” (Terence, 2013: 358).
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Figure 21: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. VIII, mm. 4-8
Reference: (Beethoven, 1864: 20-21)

Variation IX: In Variation IX, the melody of the main theme is
dominant. While remaining faithful to the theme, the variation is heard in



The Journal of Social Sciences Institute | 69

the form of a canon. The theme initially appears in the piano part. Then it
is played by clarinet and cello with the accompaniment of the piano (Fig-
ure 22). In the later measures, as the coda begins, piano repeats the melo-
dy alone. In the 4llegro (lively, joyful and fast) section, which marks the
end of the variation, piano repeats the main theme in a syncopated rhythm
group, and the movement comes to a conclusion (Yal¢inkaya, 2010: 17).

Since the cello and clarinet parts play the same theme in a canon,
the two players should make sure to play the theme in the same lively and
joyful style. Also, in order to keep the canon intact, the players should
especially be careful about the length of the slurred notes in the cello part
and the dotted quarter notes in the clarinet part, and make sure that they do
not come in late for the note that follows.
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Figure 22: Ludwig van Beethoven - Trio for Clarinet, Cello and Piano in
Bb Major, Op. 11, mvt. 3: Var. IX, mm. 4-8
Reference: (Beethoven, 1864: 22)

Conclusion

Beethoven’s chamber music work, Trio for Clarinet, Cello, and
Piano Op. 11, is one of his early period works. Although the composer had
not written any large-scale works for clarinet, he often utilized this instru-
ment in his chamber music and orchestra works.
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Trio, Op.11 is among the most important works in chamber music
education repertoire in several aspects. First of all, since the instrumenta-
tion includes different instrument families (piano, strings and woodwind),
while still being compact, it is an ideal ensemble to introduce students
of different instrument families to each other in a chamber music setting.
Compared to the other works of the genre, the difficulty level of the Trio
can be considered as medium, and this, allows the piece to be played by
all levels of players and in different periods of music education (under-
graduate and graduate). Also, for the same reason, it can be considered
as an ideal introduction to the more advanced works of the 19th Century
chamber music repertory, such as chamber music works of Brahms. Since
the clarinet part is more dominant in this work, it would be an especially
productive chamber music study for the clarinet students.

There are certain considerations, all the performers should be care-
ful about while performing or studying the work. In this aspect, several
points stand out for creating musical unity and a clean performance. The
unity can be created by means of thythmic playing, articulation, intonation
and style. For rhythmical unity, especially the length of notes is import-
ant. The dotted notes, notes connected with slurs or preceded by rests are
important, since inaccurate execution of these kinds of notes are usually
common. Especially, in the sections where the instruments play these kinds
of rhythms simultaneously, or successively, incorrect performance of them
can harm the rhythmical unity greatly. An important tool for accurate per-
formance of rhythmically challenging sections is a metronome, which can
be used both as an ensemble, and in individual practice sessions.

The three instruments used in this work are all from different in-
strument families; therefore, levels of dynamics, considerations of into-
nation, articulation, and playing style can have vast differences between
them. So, the most important thing for the performers is to listen to each
other meticulously and make sure to create unity in these aspects, which
may be different while playing in ensembles of their own instrument fam-
ilies. This way, it would be possible to create an ideal ensemble sound.
Furthermore, being aware of the role of each part within the ensemble, and
sections where the part is solo or accompaniment, as in performance of all
chamber music, is a very important point, which would contribute creating
the correct balance between the instruments.

There are sections in the Trio, which may create some technical
challenges for the performers. In the individual parts of each instrument,
there are rapid 16th note passages that require some level of virtuosity
and agility. Also, in some sections, these passages are passed on from one
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instrument to the other. If all the players make an effort to make these pas-
sages flowing and well connected, this would not only greatly contribute to
the aforementioned musical unity, but it would also make the performance
sound much professional.

Within this study, there are also specific suggestions and sample
exercises for the clarinet players. Some of the exercises are for improving
the agility of the fingers of the player; these mainly include repetition of
quick motives within the work, requiring the use of difficult finger po-
sitions at different registers of the clarinet. When practiced rhythmically
and with a metronome, these exercises would not only allow the clarinet
player to perform difficult passages with ease, but they would also improve
overall fingering technique of the player. It is important for the clarinet
player to increase the tempi of these exercises gradually and not play them
at a fast tempo from the beginning. Other exercises included in the study
are designed for acquiring ease in performing slurs. The slurs can create
some difficulty, especially in quick passages and when starting on the weak
beats. These two kinds of difficulties are addressed in several exercises,
which include execution of slurred motives, once again at different regis-
ters of the instrument.

The Trio, Op. 11 by Beethoven is one of the most important works
in clarinet chamber music repertory. It is a great addition to any kind of
classical music concert, as well as a very good way of introducing the
music students to 19th Century chamber music works in a mixed ensemble
setting. Performing or studying this work would contribute greatly to mu-
sical improvement of any musician or music student.
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