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Preface

The present volume follows the text
published in Section 11, Vol. 5, of the
Beethoven 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 concerto can be found in
the preface and the critical report for
that volume.

The sources for the piano version of
Beethoven’s Violin Concerto are woe-
fully incomplete. As a result, Beetho-
ven’s authorship has been questioned
even in very recent times. To be sure, we
have sketches in his hand running par-
allel to the violin part, but there is no

ph source for the
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 transcription.

On 20 April 1807, Muzio Clementi
personally concluded a publisher’s con-
tract with Beethoven in Vienna. Two
days later, he wrote to his London asso-
ciate, 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 ... @
concerto for the violin, which is beauti-
ful, and which, at my request, he will
adapt for the pianoforte with or without
additional keys.” Clementi’s description
related to the premiere of the original
version for violin, which had taken
place on 23 December of the preceding
year. Not only had this version caught
his attention as a publisher, but the pro-
posed 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 straight-
forward transcription - no easy matter,
as it involved transferring a piece for
string instrument to a keyboard instru-
ment, Beethoven had not originally fore-
seen 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
musical capitals of Paris, London, and
Vienna-Leipzig as a demonstration of
his universality as a composer. The
series already contained a piano concer-
to in the form of his op. 58, followed by
a triptych of string quartets {op. 59),

a symphony (op. 60), a violin concerto
(op. 61), and an orchestral overture
(op. 62).

The task of adequately transferring a
violin concerto to the preferred instru-
ment of an internationally famous pub-
lisher and composer of piano music, and
at his specific request, confronted Beet-
hoven with a stumbling block fron the
very outset: the impossibility of achiev-
ing an idiomatically pianistic, and thus
virtuoso, character. However, as we can
see from the inscriptions he pencilled
into the hottom two staves of the auto-
graph score of the original violin version
(Vienna, Austrian National Library,
shelf mark: Mus. Hs. 17.538), he need-
ed no more than a few jottings to form
a complete mental picture of the piano
version. This is about all that we ave
able to infer from the highly i 1

left blank between the violine principale
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 gene-
sis of the two versions? Without delving
deeply into 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 violin part
constantly at the forefront of his com-
positional labors until the two versions
were published jointly in August 1808.
The undecided passages, often spread
over more than three layers, contain
miscellaneous jottings for the violino
principale produced at many different
points in time. Besides the composer’s
difficultics with violin technique, 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 Ale-
xander Péssinger (1767-1827), who
helped him to produce a version as idio-
matic for the violin as possible, leavin,
the sul of the music hed

body of sources: a few hasty sketches, a
corrected copyist’s manuscript, 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 Beet-
hoven’s professional scribe, Joseph
Klumpar. At any rate, Klumpar was
responsible for producing the extant
second copy from the first. This second
copy, the “London MS” (preserved in
the British Library, London, shelf mark:
Add. Ms. 47 851), was proofread by the

p It contains, synch ly 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 princi-
pale) on staff 14. These two parts are ti-
dily separated by a “blank line” in the
second and third movements. No such
spatial separation exists in the first
movement. although a staff has been

while paying sufficient attention to the
demands of violin technique. Only the
version that Beethoven approved for
publication bears, with Péssinger’s as-
sistance, the hallmarks of a work genu-
inely composed for the violin. Interested
readers may wish to consult the present |
author’s article “Wer schrieb den End-
text des Violinkonzerts op. 61 von
Beethoven? Franz Alexander Péssinger
als letzte Instanz fiir den Komponisten™,
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 hypothetical (but by
no means fictitious) first copy prepared
directly from Beethoven’s autograph
score. Only this manuscript provides a
simple explanation for the fact that both
the final solo part of the violin version
and its transcription for piano are con-
tained in the London MS (Add. Ms.



47 851). which served as an engraver’s
copy for both versions of the solo part
and their common orchestral accompa-
niment. Oue 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 Pos-
singer’s possession is provided by the
publisher’s mark “Péssinger Press:

on fol. 120v of the London MS in c
bination with Beethoven’s four “N
marks in this source. These latter

marks, written in red pencil, were in-
structions to Péssinger to coordinare tle
readings with the solo violin part in the
lost manuscript.

Possinger’s preliminary version of the
definitive violin part was most likely en-
tered 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 in-
scriptions 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 Vol-
ume 11/5.

Compared to the heterogene readings
of the violin part, the pianistic figura-
tions in the piano version provide im-
pressive proof that Beethoven, quite
unlike the problems he faced in writing
idiomatically for the violin, had little
difficulty in producing a piano part that
nevertheless allowed the original to
stand out clearly. While turning out this
piece d'occasion, he may well have re-
called 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 au opportunity to
create a largely literal replica (with oc-
casional refractions) of a violin part
whose meludy line never goes beyond ¢¥,
Nonetheless, his two cadenzas presup-
pose a keyboard compass extending to
2, a wholly imaginary ambitus in the
vears around 1810. Here the free un-

folding of his imagination superseded
any real conditions of performance - a
quality often found in his other caden-
zas as well. Other lasting problems re-
sulted from the step leading from the
string concerto, a genre to which he de-
voted a single work, to his more fluent
handling of the piano.

The combined notation of the two so-
lo parts also explains why some of the
readings in the piano transcription ap-
pear almost embedded among the vari-
ants cast up by the difficult gestation of
the violin part. Nonetheless, the piano
version was a generous gesture towards
Clementi’s request for a piano concerto
to publish alongside his planned edition
of the G-major Concerto, op. 58. In the
event, the piano version appeared in Ju-
ly 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 violin version. This reveals that even
he took pains to respect the original
form of the solo part wherever possible.

The original ed
were published by the Bureau des Arts
et d’Industrie, Vienna and Pest, in Au-
gust 1808. Both were prepared from the

s of both versions

engraver’s copy preserved today in the
British Library. 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 con-
tract (along with engravers copies for
several other works, including the Cori-
olanus Overture and the G-major Piano
Concerto) was evidently lost in transit
while trying to avoid Britain’s blockade
of the Continent. Our edition is based on
copies of the original Vienna print, pub-
lished by the Bureau d’Industrie (pre-
served today in the Beethoven Archive,
Bonn, and the Hoboken Collection of
the Austrian National Library, Vienna),
and on copies of Clementi’s original
English edition, located in the Royal
College of Music and the British Library
(both in London).

Note on the Cadenzas: Beethoven’s
two broadly conceived cadenzas effec-

tively rehabilitate his authorship of the
piano version and elevate the very idea
of a transcription. The fact that he
wrote no cadenzas for the original ver-
sion of the concerto might be taken as
further proof that, being a pianist. he
was firnily on Clementi’s side. The in-
terrelated pair of cadenzas for the first
movement {Beethoven House, Bonn,
Mh 20a) and the third movement
(Staatsbibliothek Preussischer Kul-
turbesitz. Berlin, Aut. 28). along with
the two lead-ins to the Rondo-Finale
(Mh 21 and Mh 22), are conceived as a
self-contained set. This likewise means
that they draw on the Violin Concerto’s
characteristic opening and the predomi-
nant role it assigns to the timpani. The
great first-movement cadenza (Mh 20a)
integrates the timpani of the Marcia di-
rectly in the notation from m. 36 to the
end of the cadenza. There is also a con-
cordant separate timpani part (Mh 20b)
which Beethoven marked “Cadenza /
33" in reference to its entrance in m. 33
(recte m. 36), which he numbered in-
correctly owing to the absence of two
bar-lines in Mh 20a. These two timpani

parts are textually identical 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
a5 1796 for the opening of his Third Pi-
ano Concerto. As he noted on fol. 82r of
the Kafka Miscellany (London, British
Library, shelf mark: Add. Ms. 29801):
“Zum Concert aus ¢ moll pauke bej der
Cadent” (use timpani in cadenza for

C minor concerto). He later recalled this
device in the concluding bars of the final
movement to op. 73, with its seventeen-
fold timpani ostinato in dialogue with
the piano.

Beethoven did not write out his ca-
denzas until he had been forced by in-
creasing deafness 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
premiére of his great Eb major Concerto.
op. 73. The cadenzas to his first through




fourth piane concertos were all set down
ex post facto, apart from the occasional
sketched or draft cadenzas used in early
performances (e. g. on the Toscanini
Sketchleaf for op. 15 or the harmonic
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, remained unpublished
during his lifetime.

The autograph source of the first-

movement cadenza {Mh 20a), together
with its associated timpani part (Mh20b)
and the two lead-ins to the Rondo

(Mh 21 and Mh 22), all stem from the
archives of Breitkopf & Hértel and have
been located in the H. C. Bodmer Col-
lection at the Beethoven House, Bonn,
since 1956. The comparatively brief ca-
denza for the Rondo {Aut. 28) is found
in the Music Department of the Staats-
bibliothek Preussischer Kulturbesitz,
Berlin. In 1969 Willy Hess, in volume
10 of his “Supplements to the Cesam¢-
ausgabe,” supplied the cadenzas miss-
ing in the old Breitkopf & Hartel Gesamt-
ausgabe (Series 70a, 1864). It is also

10 Hess that we owe a beautiful aunotat-
ed facsimile edition of all the cadenzas
(Zurich, 1979). The cadenzas have been
published in Volwne V11/7 of the new
Beethoven Complete Edition since 1967.
All of these interpolated cadenzas have
heen revised by the present editor for
the purposes of this volume.

Despite the surviving cadenzas, no
performance of the piano version of
op. 61 is known 1o have taken place
during Beethoven’s lifetime.

Bonn, autumn 2005
Hans-Werner Kiithen
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