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The present volume follows the text pub-
lished in Section LI, Vol. 5, of the Beet-
hoven Complete Edition (Munich, 2004).
Further information on the presentation of
the text, the state of the sources. and the
genesis and publication history of the con-
certo can be found in the preface and the
eritical report for that volume.

The sources for the piano version of
Beethoven’s Violin Conecerto are woefully in-
complete. As a result. Beethoven’s author-
ship has been questioned even in very recent
times. To be sure, we have sketches in his
hand running parallel to the violin part, but
there is no autograph source for the continu-
ous text. Still, the very fact that Beethoven
himself considered the piano version worthy
of a complete set of cadenzas. and two lead-
ins to the Rondo-Finale, leaves no room for
doubt that he was responsible for the tran-
seription.

On 20 April 1807, Muzio Clementi per-
sonally concluded a publisher’s contract
with Beethoven in Vienna. Two days later,
he wrote to his London associate, William
Frederick Collard, at the same time adding a
description of the D-major Violin Concerto:
“I agreed with him [Beethoven] to take in
MSS ... a concerto for the violin, which is
beautiful, and which, at my request, he will
adapt for the pianoforte with or without ad-
ditional keys.” Clementi’s description relat-
ed to the premiére of the original version for
violin, which had taken place on 23 Decem-
ber of the preceding year. Not only had this
version caught his attention as a publisher.
but the proposed transcription appealed to
him as a composer of piano music and, from
a commercial perspective, as the owner of a
pianoforte factory. What Clementi wanted
from Beethoven was a straightforward tran-
scription — no easy matter, as it involved
transferring a piece for string instrument to
a keyboard instrument. Beethoven had not

originally foreseen adding a second piano
concerto to the brilliant series of six works,
each in a different genre, that he intended to
have published simultaneously in the musi-
cal capitals of Paris, London, and Vienna-
Leipzig as a demonstration of his universali-
ty as a composer. The series already con-
tained a piano concerto in the form of his
op. 58, followed by a triptych of string quar-
tets (op. 59). a symphony (op. 60), a violin
concerto (op. 61), and an orchestral over-
ture (op. 62).

The 1ask of adequately transferring a vio-
lin concerto to the preferred instrument of
an internationally famous publisher and
composer of piano music, and at his specific
request, confronted Beethoven with a stum-
bling block from the very outset: the impos-
sibility of achieving an idiomatically pianis-
tic, and thus virtuoso, character. However,
as we can see from the inseriptions he pencil-
led into the bottom two staves of the auto-
graph score of the original violin version (Vi-
enna, Austrian National Libravy, shelf
mark: Mus. Hs. 17.538). he needed no more
than a few jottings to form a complete men-
tal picture of the piano version. This is
about all that we are able to infer from the
highly incomplete body of sources: a few
hasty sketches, a corrected copyist’s manu-
seript, and two original editions published in
Vienna and London.

Note on the Stemma: An initial full draft
of the score of the concerto, now lost, was
presumably prepared by Beethoven’s pro-
fessional seribe, Joseph Klumpar. At any
rate, Klumpar was responsible for produe-
ing the extant second copy from the first,
This second copy, the “London MS™ (pre-
served in the British Library, London. shelf
mark: Add. Ms. 47 851)., was proofread by
the composer. It contains. synchronously on
sixteen staves, both of the alternative solo



parts in the reverse order of their origin
(and significance): namely, the piano part
on staves 11 and 12, and the solo violin part
(marked violino principale) on staff 14.
These two parts are tidily separated by a
“blank line” in the second and third move-
ments. No such spatial separation exists in
the first movement, although a staff has
been left blank between the violino princi-
pale and the cellos and double basses in the
two lowermost staves. The lost first draft in
full score was probably laid out in much the
same way.

What does this tell us about the genesis of

the two versions? Without delving deeply in-
to the completion of the violin part, we must
at least cast a glance at that part as notated
in Beethoven’s score. Beethoven kept the vi-
olin part constantly at the forefront of his
compositional labors until the two versions
were published jointly in August 1808. The
undecided passages, often spread over more
than three layers, contain miscellaneous jot-
tings for the violino principale produced at
many different points in time. Besides the
composer’s difficulties with violin tech-
nique, these jottings reveal that his primary
interest centered on the original version, al-
though a definitive text cannot be made out.
In the end, Beethoven most likely sought the
expert advice of Franz Alexander Péssinger
(1767-1827), who helped him to produce a
version as idiomatic for the violin as possi-
ble, leaving the substance of the music un-
touched while paying sufficient attention to
the demands of violin technique. Only the
version that Beethoven approved for publi-
cation bears, with Pissinger’s assistance,
the hallmarks of a work genuinely composed
for the violin. Interested readers may wish
to consult the present author’s article “Wer
schrieb den Endtext des Violinkenzerts
op. 61 von Beethoven? Franz Alexander
Possinger als letzte Instanz fiir den Kom-
ponisten”™, in Bonner Beethoven-Studien,
iv, ed. by Ernst Herttrich (Bonn, 2005),
pp. 91-109.

In light of this putative genesis, we must

now flesh out the source material to achieve
a functional tree diagram. First, we must
posit the existence of the aforementioned hy-
pothetical (but by no means fictitious) first
copy prepared directly from Beethoven’s
autograph score. Only this manusecript pro-
vides a simple explanation for the fact that
both the final solo part of the violin version
and its transcription for piano are contained
in the London MS (Add. Ms. 47851), which
served as an engraver’s copy for both ver-
sions of the solo part and their common or-
chestral accompaniment. One conceivable
alternative is that Beethoven wrote out a
separate part for solo piano. This would
have been an unnecessary and circuitous
route for obtaining the surviving score in
Klumpar’s hand. An unambiguous reference
to a preceding source in Possinger’s posses-
sion is provided by the publisher’s mark
“Possinger Pressant” on fol. 120v of the
London MS in combination with Beethoven’s
four “Nb:” marks in this source. These lat-
structions to Péssinger to coordinate the
readings with the solo violin part in the lost
manuscript.

Possinger’s preliminary version of the de-
finitive violin part was most likely entered in
this lost copyist’s manuscript. Beethoven
probably wrote out the piano part there as
well. This would account for the sketchiness
of the penciled inscriptions in his autograph
score, which generally involve the added
left-hand part, albeit sporadically, only for
the first and second movements, and almost
invariably with lengthy gaps. Interested
readers are referred to the transcription of
these sketches in Appendix I of Volume III/5.

Compared to the heterogene readings of
the violin part, the pianistic figurations in
the piano version provide impressive proof
that Beethoven, quite unlike the problems
he faced in writing idiomatically for the vio-
lin, had little difficulty in producing a piano
part that nevertheless allowed the original to
stand out clearly. While turning out this
piéce d'occasion, he may well have recalled
the suggestion he made to Johann Andreas



Streicher in the summer of 1796: “provided
one can feel the music, one can also make the
pianoforte sing.”” Here Beethoven found an
opportunity to create a largely literal replica
(with occasional refractions) of a violin part
whose melody line never goes beyond c*.
Nonetheless, his two cadenzas presuppose a
keyboard compass extending to f*, a wholly
imaginary ambitus in the years around
1810. Here the free unfolding of his imagina-
tion superseded any real conditions of per-
formance — a quality often found in his other
cadenzas as well. Other lasting problems re-
sulted from the step leading from the string
concerto, a genre to which he devoted a sin-
gle work, to his more fluent handling of the
piano.

The combined notation of the two solo
parts also explains why some of the readings
in the piano transcription appear almost em-
bedded among the variants cast up by the
difficult gestation of the violin part. None-
theless, the piano version was a generous
gesture towards Clementi’s request for a pi-
concerto to publish alongside his
planned edition of the G-major Concerto,
op. 58. In the event, the piano version ap-
peared in July 1810, shortly before Clementi
issued the original English edition of the
Fifth Piano Concerto, op. 73. The Clementi
print frequently changes the articulation to
make it more consistent with that of the vio-
lin version. This reveals that even he took
pains to respect the original form of the solo
part wherever possible.

The original editions of both versions
were published by the Bureau des Arts et
d’Industrie. Vienna and Pest, in August
1808. Both were prepared from the engrav-
er’s copy preserved today in the British Li-
brary. Later, both versions were also issued
in London by Clementi. He probably based
his editions entirely on the Vienna prints.
for the manuscript promised to him by the
terms of his contract (along with engraver’s
copies for several other works. including the
Coriolanus Overture and the G-major Piano
Concerto) was evidently lost in transit while

ano

trying to avoid Britain’s blockade of the
Continent. Our edition is based on copies of
the original Vienna print. published by the
Bureau d’Industrie (preserved today in the
Beethoven Archive. Bonn, and the Hoboken
Collection of the Austrian National Library,
Vienna), and on copies of Clementi’s origi-
nal English edition, located in the Royal Col-
lege of Music and the British Library (both
in London).

Note on the Cadenzas: Beethoven’s two
broadly conceived cadenzas effectively reha-
bilitate his authorship of the piano version
and elevate the very idea of a transeription.
The fact that he wrote no cadenzas for the
original version of the concerto might be
taken as further proof that, being a pianist,
he was firmly on Clementi’s side. The inter-
related pair of cadenzas for the first move-
ment (Beethoven House., Bonn, Mh 20a) and
the third movement (Staatsbibliothek Preus-
sischer Kulturbesitz, Berlin. Aut. 28). along
with the two lead-ins to the Rondo-Iinale
(Mh 21 and Mh 22), are concetved as a self-
contained set. This likewise means that they
draw on the Violin Concerto’s characteristie
opening and the predominant role it assigns
to the timpani. The great first-movement ca-
denza (Mh 20a) integrates the timpani of the
Marcia directly in the notation from m. 36 to
the end of the cadenza. There is also a con-
cordant separate timpani part (Mh 20h)
which Beethoven marked “Cadenza / 33 in
reference to its entrance in m. 33 (recte m.
36). which he numbered incorrectly owing to
the absence of two bar-lines in Mh 20a.
These two timpani parts are textually identi-
cal apart from a few insignificant differences
in note-values. By conjoining the piano and
the timpani. Beethoven reverted to a favo-
rite device that he had lit upon as early as
1796 for the opening of his Third Piano Con-
certo. As he noted on fol, 82r of the Kafka
Miscellany (London, British Library. shelf
mark: Add. Ms. 29801): “Zum Conecert aus
¢ moll pauke bej der Cadent™ (use timpani in
cadenza for C minor concerto). He later re-



called this device in the concluding bars of
the final movement to op. 73, with its seven-
teen-fold timpani ostinato in dialogue with
the piano.

Beethoven did not write out his cadenzas
until he had heen forced by inereasing deaf-
ness to stop giving solo performances of his
concertos. His final public appearance as a
soloist in the Fourth Piano Concerto and the
Choral Fantasy (op. 80) took place on 22 De-
cember 1808, By that time he had already
thought better of giving up the premiere of
his great Eb major Concerto. op. 73. The ca-
denzas to his first through fourth piano con-
certos were all set down ex post facto. apart
from the occasional sketched or draft caden-
zas used in early performances (e. g. on the
Toseanini Sketchleaf for op. 15 or the har-
monic sketch for the chamber version of
op- 58). Their later date of origin is also con-
firmed by his preference for KOTEN-
SCHLOS paper types in 1809-10. along with
other morphological evidence. These later
manuscripts from the years of Beethoven’s
forced inactivity, though highly useful for
the “channeling” of his piano pupils, re-
mained unpublished during his lifetime.

The autograph source of the first-move-
ment cadenza (Mh 20a), together with its as-

sociated timpani part (Mh20b) and the two
lead-ins to the Rondo (Mh 21 and Mh 22), all
stem from the archives of Breitkopf & Hiir-
tel and have been located in the H. C. Bod-
mer Collection at the Beethoven House,
Bonn, since 1956. The comparatively brief
cadenza for the Rondo (Aut. 28) is found in
the Music Department of the Staatsbibli-
othek Preussischer Kulturbesitz, Berlin. In
1969 Willy Hess, in volume 10 of his “Sup-
plements te the Gesamtausgabe,” supplied
the cadenzas missing in the old Breitkopf &
Hirtel Gesamtausgabe (Series 70a, 1864). It
is also to Hess that we owe a beautiful anno-
tated facsimile edition of all the cadenzas
(Zurich, 1979). The cadenzas have been
published in Volume VII/7 of the new
Beethoven Complete Edition since 1967. All
of these interpolated cadenzas have been re-
vised by the present editor for the piano re-
duction HN 815.

Despite the surviving cadenzas, no per-
formance of the piano version of op. 61 is
known to have taken place during Beet-
hoven’s lifetime.

Bonn, autumn 2005
Hans-Werner Kiithen
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