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Preface

Henle already published Beethoven’s
piano concertos in full score as part of
its New Beethoven Complete Edition
and brought out op. 73 in its study score
series. This practical edition for two
pianos is intended to make these works
available to a broader public. The piano
reduction of the orchestral part has been
compiled from the musical text edited
by Hans- Werner Kiithen for series iii,
volume 3 of the Complete Edition (Kla-
vierkonzerte II), likewise issued by Hen-
le. The solo piano part has been adopted
from that same volume. Further infor-
mation on the presentation of the text,
the state of the sources, and the history
of the work’s genesis, performance and
publication can be found in the preface
and critical report to the above-men-
tioned volume in the Complete Edition.

For the most important editorial re-
marks in connection with the Piano
Concerto op. 73, readers are hereby re-
ferred to the short précis of the editorial
guidelines used in the preparation of the
solo part. This précis is reproduced be-
low at the end of the preface.

Until now, the Eb major Piano Con-
certo, op. 73, has been roughly con-
signed to the year 7809. Today we are in
a position to be more specific regarding
the work’s inception, occasion, progress
and completion. The concerto arose in
close personal connection with its dedi-
catee, Archduke Rudolph, and therefore
in direct proximity with historical events.
On 1 March 1809 Beethoven was of-
fered an annual salary by the Archduke
and two Bohemian princes, Lobkowitz
and Kinsky, the only stipulation being
his continued physical presence in Vien-
na for an unlimited period of time. None
the less, the Eb major Concerto is ample
proof of the compositional obligations
naturally attendant upon this agree-
ment. Having abandoned his plan to be-
come maestro di cappella at the court of
Jéréme Bonaparte in Cassel - a plan
never thought out to its ultimate ramifi-
cations — and having instead turned en-

tirely to the Austrian cause, Beethoven
started sketching op. 73 in the Lands-
berg 5 Sketchbook. The sketchbook
sheds revealing light on the movement-
by-movement progress of the concerto
as it arose in parallel with the autograph
score, located today in the music de-
partment of the Staatsbibliothek zu
Berlin - Preussischer Kulturbesitz (Mus.
ms. autogr. Beethoven 15, or Aut. 15).
Beethoven probably started writing out
this score at the end of March 1809. The
opening of the second movement coin-
cided with Austria’s declaration of war
on Napoleon on 9 April, for it is accom-
panied in the sketchbook by the begin-
nings of a setting of a soldier’s song by
Collin, Osterreich iiber alles, as well as a
projected “Battle, Hymn of Jubilation,
Attack ... Victory” and the handwritten
annotation “to alert the defense of the
Fatherland.” Then, on 11 to 12 May
1809, Beethoven witnessed at first hand
the bombardment of Vienna by French
artillery. A marginal gloss at the bottom
of the opening page of the Adagio un
poco moto captures his feelings: “Ost-
reich 16hne Napoleon / May Austria give
Napoleon his due,” meaning that Aus-
tria should retaliate Napoleon for his
misdeeds. Three pages later we find an-
other indication of Beethoven’s feelings
in an annotation in the first piano solo:
»ddmmernd®, a term usually referring to
the fading of day. The movement’s in-
troverted character provides maximum
contrast with the two outside move-
ments, thereby revealing the same bipo-
larity of the heroic style apparent in the
preceding G-major Concerto.
Beethoven’s autograph score, as al-
ready mentioned, was worked out si-
multaneously with the sketches. Also
dating from this period is a set of ex-
cerpts from theorists and treatises ana-
lyzed by Gustav Nottebohm, who re-
ferred to it as “materials for a thorough-
bass method” and assigned to “the sec-
ond quarter of the year 1809,” adding
that Beethoven “wished to supply the
theoretical groundwork for a long-term
course of instruction for Archduke Ru-
dolph.” Nottebohm also established a
biographical connection with the “Les

Adieux” Piano Sonata, op. 81a. But he
overlooked the immediate pedagogical
function of the concerto score: Beetho-
ven employed his autograph manuscript
as teaching material, feeling that it was
not only his most recent and only avail-
able work but also, as a Concerto, the
most suitable basis for teaching a com-
position pupil. At this time the score was
at an intermediate stage between full
draft and first revision, and no thought
was yet given to its publication. The lay-
out on the page, the handwriting and its
three different inks suggest that Aut. 15
served two distinct purposes, especially
since the twin layers of annotations
found in most of the tutti passages of all
three movements arose independently of
each other. The first, which we shall call
Track 1, served as a model for the en-
graver’s copy of the first edition in parts
(Aut. 15 itself was not an engraver’s
copy). Since Beethoven was prevented
by his deafness from giving the premiere
himself, he marked up his manuscript
for publication, paying due attention to
the quality of instructions in a work that
reflected new standards of musical com-
plexity. Track 2, however, served an en-
tirely different purpose, namely, to con-
vey subject-matter material to his pri-
vate pupil. Its most conspicuous feature
is Beethoven’s thorough-bass transcrip-
tion of the reduced orchestral part of the
tutti sections, a transcription intended
to supersede the tutti abbreviations he
had entered beforehand. Here Beetho-
ven has turned to the earlier theory and
practice advocated in C. P.E. Bach’s
Versuch iiber die wahre Art das Clavier
zu spielen (Part 2, 1762) and D. G.
Tiick’s Clavierschule (1789) to clarify
the orchestral writing for the benefit of
his pupil. He also went so far as to ex-
plain points of musical declamation,
adding no fewer than eighty-eight inci-
sion marks, and to elucidate the orches-
tration. In short, the score formed a cur-
riculum of study arranged in progressive
order of difficulty.

These two layers of markings in the
tutti sections do not constitute a homo-
geneous level of notation and must be
kept separate according to the functions



they were intended to serve. The thor-
ough-bass figures, in other words, do
not imply that the soloist should play
continuo. Not only would this be at odds
with the work’s aesthetic, it would also
be an anachronism in the context of
Beethoven’s concertos: in 1801, after all,
Beethoven himself had already intro-
duced a species of shorthand tutti nota-
tion by alternating between tutti and so-
lo in the separate solo part of his Second
Piano Concerto, op. 19 (Beethoven
House, Bonn, Bodmer Collection, M 4).
In purely musical terms, the bio-
graphical ties between op. 73 and the
Archduke found expression in a charac-
teristic motif occurring in the final
movements of both the concerto and the
op. 81a sonata. With the addition of this
“Freuden” couplet in bars 173 to 180
Beethoven brought his concerto to a ten-
tative conclusion, probably just before
offering it to Breitkopf & Hiirtel on
4 February 1810. A few days earlier, on
30 January, Rudolph had returned from
the exile imposed upon him from 4 May
1809. By and large, this stage of the
composition is reproduced in the early
print issued by Clementi in London on
1 November 1810. Clementi had asked
for permission to publish the work dur-
ing a visit to Vienna in March 1810. His
two editions, both ante and post correc-
turam, still lack Beethoven’s Kadenzver-
bot with which the composer sought to
finalize the improvisatory character of
the famous solo entrances at the opening
of the exposition and the recapitulation.
The entire concerto was thereupon
revised for the German edition issued by
the aforementioned Leipzig publishing
house. With this, the work was finally
brought to completion in midsummer of
1810. The Breitkopf & Hartel print ap-
peared in February 1811, a full quarter
of a year after Clementi’s English edi-
tion. In the German first edition, too, we
must distinguish between an ante and a
post correcturam stage, in which Beet-
hoven indignantly complained of twen-
ty-five errors on a list of corrigenda.
None of these errors, however, involved
the faulty notation of the thorough-bass.
But how did the thorough-bass part find

its way into the Leipzig print? Thanks
to Rudolph’s vacillating interest, we have
come into the possession of a handwrit-
ten copy of the solo part (Beethoven
House, NE 157) which Beethoven, prob-
ably in July 1810, ordered written out
for the Archduke as a replacement for
the autograph score still among the lat-
ter’s belongings. Today only the opening
movement of this copy survives; like the
definitive text preserved in Aut. 15,
however, it contains all the thorough-
bass figures, most of which entered the
score when the Archduke’s lessons re-
sumed. Since the engravers of the
Breitkopf & Hartel edition could now
make use of a second copy of the solo
part, the figures simply landed in the
print. Beethoven saw no reason to ob-
ject: they offered a welcome support for
musicians well-versed in domestic mu-
sic-making. Furthermore, it would have
been an imposition to force the copyist
of the two solo parts to distinguish be-
tween Tracks 1 and 2. The Clementi
print had dropped the thorough-bass
notation, and instead systematically dis-
criminated the solo from the tutti pas-
sages by having the latter engraved in
smaller notes in both staves of the piano
part. Equally new, especially vis-a-vis
Franz Kullak’s widely disseminated edi-
tion, is the source-critical attention we
have given to the English first edition
published by Clementi & C°. Our ver-
sion combines Clementi’s professional
expertise with the definitive status of the
Breitkopf & Hartel print and derives its
critical approach from the primary
source: Beethoven’s autograph score, in
the version he completed in mid-sum-
mer of 1810.

Notes on the edition

The musical text has been obtained by
collating and evaluating all available
authentic sources in the manner cus-
tomary for scholarly-critical editions. To
do maximum justice to Beethoven’s in-
tentions, we have retained several of his
characteristic notational idiosyncrasies
in the solo part. Thus, notes grouped by
beams and flags (provided the beams
are not diagonal) have been retained in

their original form wherever this indi-
cates a special articulation. Similarly,
we have generally adopted Beethoven’s
manner of notating two-part counter-
point on a single staff as well as his dis-
tribution of the musical text between the
two hands. The term loco after 8"
has been discarded. The sources system-
atically distinguish between Solo and
Tutti. We have omitted these terms from
our performing edition as a clear dis-
tinction between the two is apparent in
each of the two piano parts.

Editorial additions are enclosed in
parentheses. In the solo part, Beetho-
ven’s original fingering is reproduced in
italics in order to distinguish it from the
modern fingering, which appears in nor-
mal type. Dotted rests in triple rhythms
have been written out. Notes prolonged
by a dot after the bar line are written

out in modern notation (i.e. 4 1d in-
e

stead of J |.). Conversely, we have re-
tained Beethoven’s ties in contrapuntal
passages even where the tied durations
could be expressed by a dot, e. g. #

rather than é_/ er- Accidentals follow

modern-day precepts and apply only to
the bar in which they occur. The same
applies to cautionary accidentals. Acci-
dentals supplied by the editor appear in
small type in front of the note con-
cerned. Shorthand abbreviations no
longer in use today have been written
out. In Beethoven’s early period, short
appoggiaturas were consistently notated
as sixteenth notes (ﬁ) while long ap-
poggiaturas used the next shortest value
to the principal note. There is no slur
between the appoggiatura and the prin-
cipal note. Trills and turns appear in
their present-day form, as do all indica-
tions of tempo., dynamics and agogics.
Thus, Beethoven’s abbreviations crs:,
cres: and for are consistently rendered
as cresc. and f.

The swell sign <<<_—= has been
broken down into === ==. Conflicting
dynamics have been standardized only
where there is no detectable intention on
the composer’s part. The pedal mark
9. has been retained. but its cancella-



tion is indicated by % instead of Beet-
hoven’s customary Q. Group slurs have

been deleted. Strokes and dots intended
to shorten the attack of a note appear

variously and inconsistently in the auto-
graph sources, copyists’ manuscripts

and original editions. To avoid adding
still further complications to an already
insoluble problem, we have generally
rendered them with dots in accordance
with modern usage. However, where
Beethoven clearly used strokes we have

reproduced them as wedges above the
note (martellato) in order to distinguish
them from staccato.

Bonn, autumn 1999
Hans-Werner Kiithen
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