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INTRODUCTION

Beethoven'’s three sets of variations for piano and vio-
loncello belong to the latter end of his so-called early
period, having been composed during the years 1796—
1801. By 1796 he had composed several chamber works
that use both piano and cello, including piano quar-
tets and piano trios, but it was not until that year that
he composed his first works for these two instruments
alone. What prompted him was apparently a trip from
Vienna, where he was living, to the Prussian court
at Berlin. He arrived there around early May and re-
mained for two or three months, during which time
he met King Friedrich Wilhelm II. The king was a
great lover of music and particularly the cello, and em-
ployed two outstanding Parisian cellists, ] ierre
Duport and his brother Jean-Louis. I é ve

was prompted, perhaps commissiond @
violoncello sonatas (Op. 5) and a 9
variations at that ti

his first set of variations

. from Handel’s orato-
or sevilkal re

to he@the (g&to-

un -

en in 1794, and

ost popular theme
for a set of variations,
especial Bst numbers in the oratorio, it
contains a short and clear-cut melody that is easily
susceptible to variation treatment. The choice of theme
could also have been an attempt to honour the king, as
a latter-day Judas Maccabeus and heroic leader. Beet-
hoven’s main “heroic’ works such as the Eroica Sym-
phony and the opera Fidelio still lay several years in
the future, but his interest in the concept of heroism
is already evident in this set of variations.

The autograph score was written out on non-Viennese
paper that Beethoven presumably obtained during his
travels, but it was not until about a year after his return
to Vienna that the work was published by Artaria & Co.
The precise date has not been established, but the plate
number (710) suggests that the work appeared in sum-
mer or early autumn 1797. As it is only a short work it

was not given an opus number but placed as ‘No. 5
in a series of Beethoven’s lesser publications, most of
which are other sets of variations. The designation
WoO 45 comes from Georg Kinsky’s thematic cata-
logue, Das Werk Beethovens: Thematisch-bibliographisches
Verzeichnis seiner siamtlichen vollendeten Kompositionen,
completed and ed. Hans Halm (Munich, 1955). The work
was dedicated to Princess Maria Christiane Lich-

nowsky (1765-1841), wife Qf Begthovepgiigist@liennese

patron Prince Karl von L1 .
At this period theggimggo Wias Wua ominant
instrument in 1 n\@An ring instrument,
art mes even merely optional.

with

rcQtioripgpplies for mugh of the tirggdn the ‘See
e con\gu'ring hero’ variation? t e cello
plays the bass line gusis € altgeether,

and it is silent thr he piano con-
e Wlor gilig part up to Varia-
iNon

e division of matezigim
equal, and in Variati ce
e more osigafiourat T

tu
e division of labour iSg@o . As mmon,
there is one vaig in i key \@lo. 4), and
1\ while the findl variation

n 3/s time before dissolving into

tinues to

es a brief excursion into the re-
te®ey of C sharp minor followed by a neat modu-

lation back to the tonic for a final restatement of the

compressed version of the first part of the theme.

Beethoven’s other set of cello variations from about
the same time is based on the aria ‘Ein Madchen oder
Weibchen’ from Mozart’s Die Zauberflote (The Magic
Flute). The date of the work is difficult to establish, since
the autograph score is missing, but a few early sketches
survive in the ‘Kafka” Sketch Miscellany in the British
Library. They are found on a leaf that was acquired in
Vienna before Beethoven'’s trip to Berlin in 1796, and
the verso of this leaf was originally designed as the
first page of a full score of a symphony in C. While
in Berlin, however, Beethoven made further sketches
for the opening bars of the symphony, thus making
the original leaf redundant. The blank recto side of the
leaf was then used for various piano figurations, and
for sketches for the variations on ‘Ein Madchen’. These
sketches are clearly preliminary ideas — chiefly for Var-
iations 4, 6 and 8 (though not sketched in this order) —

11
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The customary minor-key variation occurs in the mid-
dle of the set (Variation 4); the slow variation is the
penultimate one, and once again the final variation is
a fast one, with an extended coda that provides much-
needed tonal contrast through the episode in C minor
and G minor. Although the work was criticised in the
Allgemeine musikalische Zeitung (8 December 1802) as
being not among Beethoven’s best, its success in the

Sources

cesellsc@iaft de

WoO 46

A Autograph score, composed in late 1801, housed
in the Beethovenhaus, Bonn.

P First Edition (1802), published in separate Pf

and Vc parts by Mollo, Vienna.

For a full account of these sources and their interrela-
tionships, see Critical Commentary:.

Specific Editorial Problems
Wherever possible, Beethoven’s own notation, clefs,
spelling of dynamic and tempo markings, note-group-
ings, and (in the Pf part) layout have been retained.
However, in a few obvious cases the original nota-
tion has been modernized. Beethoven'’s characteristic

market place is clear from publications of reprints and
arrangements (probably not made by Beethoven him-
self) in the ensuing years. However, Beethoven seems
to have lost interest in this type of chamber music
after 1801, preferring to write more ambitious works
during his second period.

Barry Cooper

te§p——=|== instead of his fr

rly notation senza sordi
3—5) fore u e suf

ur seldom in these works al-
the few instances of " (WoO 45
. % op.66 Var. 11) 4 (WoO 46 Var. 3) and £ (WoO 46
Var. 6) have all been given in full as {_ [, [3773J an
J75. respectively. Moreover, where we can say that
the only reason why Beethoven beamed notes sepa-
rately (WoO 46 bar 51) was to enable him to employ
time-saving ditto marks (5 / /), it has seemed pref-
erable to resolve his note-grouping as [T7JJ4. But the
most important problem of Beethoven's notation is his
clefs in V¢, for in these works, apart from ¢, Beet-

hoven used exclusively (the now universally-hated)

sounding an octave lower than written. This has the
twin disadvantages of ambiguity and a propensity to-
wards many leger lines, and we have instead adopted
the convention that where Beethoven uses 9* we have
retained it, but where he uses
either [8 or é
cised merely according to convenience.

we have preferred
(at pitch), the latter choice being exer-

Editorial insertions and emendations are distin-
guished by the use of either square brackets or (in
the case of slurs and hairpins) by broken type.



Slurs to and from Repeated Notes

These were by no means inconceivable for Beethoven,
and have been retained as they stand in the sources,
as for example in WoO 45 bars 71, 288.

Slurs to and from Grace Notes
Beethoven generally did not write slurs round grace
notes, or between grace notes and main notes, though
they were invariably assumed in practice. We have
retained this convention, so that whether (exception-
ally) a slur is notated, as in WoO 45 bar 7, or not, as
in bar 23 and generally throughout (bars 103/11, 121
etc.), makes no difference at all to the execution. The
same applies identically to Nachschldge after trills,
whether written as grace notes (as usually occurs, e.g.
WoO 45 bar 63) or as real E (WoO 46 bars 59 ;
these are still to be understood %t.ll nQtado
thus slurred as a matter _ofgmairs Ac WS

differing degrees of both ac-
ogether. Nowadays there is no
hotate unambiguously such a sign
o=% its very nature, ambiguous. Recent urtext
editions have generally elected to standardize these
as accents, but this belittles the very real element of
diminuendo they contain. Yet to the eyes of modern
musicians the fundamental difference between an ac-
cent and a diminuendo is that an accent does not affect
the general dynamic level, whereas a diminuendo does;
so that at least the accent notation made clear that the
general dynamic remains unaltered. But for the present
edition it has nevertheless been judged preferable to
retain the appearance of the original sources rather
than adding modern-looking accents which transmit a
subtly different musical message, and it must be clear
that the hairpins in WoO 45 bar 276 are to be read as

VI

long accents (or ‘Schubert hairpins’), and not as di-
minuendos affecting the general dynamic. All other
hairpins in these variations — in WoO 45 Var. 1 and
WOoO 46 Vars 1, 3, 4, 6 — are of the quasi-accent type
described earlier, and although we have preferred to
retain the original notation, placing them always be-
neath the note, they obviously apply only to each single
note, and (again) do not affect the general dynamic.

Punkte and Striche

Beethoven was said (cf. Notteboh thoveniana (1872),

he difference be-

pp. 107-25) to % p@ctili Ol t
tween Punkte a e nd\@ashes), and Notte-
bohm cit, & of evidence for this:
ir o& Bé®Moven’s copious corrections to
e t
n :

ance parts of the Allegretto of Sym-
son, Th t ¢ @ (1099
gRs i fiM instruction that ”4
r@@not identical”. But the w,
ese is that Beethoveng st a
cOgsistent: stag signs a
S

Blurs, in which case
y
& :

eptions, and we have adhered strictly to it.

No.7, op.92,

letter of 15 August
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EINLEITUNG

Beethovens drei Variationszyklen fiir Klavier und Vio-
loncello, komponiert in den Jahren 1796 bis 1801, ge-
horen dem Ende der so genannten frithen Schaffens-
phase an. Bis 1796 hatte er einige Kammermusikwerke
geschrieben, die auch, wie etwa die Klavierquartette
WoO 36 und die Trios Op. 1, Klavier und Violoncello be-
riicksichtigen, aber erst in diesem Jahr kombinierte er
erstmals diese beiden Instrumente ausdriicklich. Ver-
mutlich veranlasste ihn hierzu eine Reise von seinem
Wohnort Wien zum PreufSischen Hof in Berlin, wo er An-
fang Mai eintraf und wahrend eines zwei- oder dreimo-
natigen Aufenthalts mit Konig Friedrich Wilhelm II. in
personlichen Kontakt kam. Der Monarch, ein dezidier-
ter Musikliebhaber mit besonderer Begeisteruw @r das
Violoncello, beschéftigte mit den Briidaan Jeapggierr

und Jean-Louis Duport zwei renom ‘@ ‘
listen. Vor diesem Hintergrund sah s}
geregt, mogliche

Erhaupt gewesen sei,
fliese Uberzeugung wih-
#1in. So mag es fiir ihn selbst-
verstandlich gewesen sein, das populdrste Thema aus
dem Oratorium als Ausgangspunkt fiir einen Varia-
tionszyklus zu wahlen, und dies besonders deshalb, da

rend des D

es, im Gegensatz zu den meisten anderen Nummern
des Oratoriums, sich durch eine kurze und klar pro-
portionierte melodische Gestaltung auszeichnet, die
problemlos einer variativen Ausarbeitung zugrunde
gelegt werden konnte. Natiirlich kann die Themen-
wahl tiberdies als Versuch einer Verherrlichung des
Konigs — gleichsam als , aktueller” Judas Maccabaeus
und heldenhafter Staatslenker — verstanden werden.
Beethovens eigentlich ,heroische” Werke, etwa die
Eroica-Sinfonie oder die Oper Fidelio, sollten zwar erst
spater entstehen, aber das Interesse am Heroischen an
sich ist bereits in diesen Variationen spiirbar.

Fiir die autographe Partitur benutzte Beethoven nicht
aus Wien stammendes Papier, das er sich vermutlich
wiahrend seiner Reise beschafft hatte. Erst etwa ein
Jahr nach seiner Riickkehr erschien die Komposition
bei Artaria & Co. Zwar ist der genaue Zeitpunkt der
Veroffentlichung nicht bekannt, doch verweist die Plat-
tennummer (710) auf Sommer oder Frithherbst 1797.
Da es sich nur um ein kleines Werk handeltgerhielt

rde, yilgguql andere

htigen

inSArei zwar als
0

org Kinsky (Das
crN T gbi-Uibliographisches Verzeich-
N i vollendeten Kompositig heraus-

es als

es keine Opuszahl, sond
Variationszyklen, in die
Kompositionen Bee

Flirs-

0
1765—1841), der

das Cello, wenn es iiberhaupt
)y die Basslinie, und in der ersten
on schweigt es ganz. Bis Variation 5 besitzt das
Klavier ebenfalls den anspruchsvolleren Part, aber in
der 6. Variation ist die Verteilung des musikalischen
Materials so gut wie ausgeglichen, und in der folgenden
Variation erhalt das Cello am Ende sogar die virtuose-
ren Figurationen. Anschlieffend sind die Aufgaben glei-
chermaflen auf beide Instrumente verteilt. Wie tiblich
besitzt das Werk eine Variation in Moll (Nr. 4) und eine
weitere in langsamem Tempo (Nr. 11); im Finale wird
das Thema in einen 3/s-Takt komprimiert, bevor es in
eine Coda miindet, die einen kurzen Abstecher nach
cis-Moll beinhaltet, gefolgt von einer reizvollen Mo-
dulation zuriick zur Tonika. Hier wird letztmals eine
verkiirzte Version des ersten Thementeils formuliert.

Beethovens zweite Folge von Variationen fiir Klavier
und Violoncello basiert auf der Arie , Ein Madchen oder
Weibchen” aus Mozarts Zauberflite. Der Zeitpunkt der
Komposition ist nicht exakt zu bestimmen, zumal das
Autograph fehlt. Allerdings finden sich einige friihe
Skizzen im Kafkaschen Skizzenbuch (London, The
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graf von Browne in dieser Weise interpretiert werden,
vielleicht auch als Gegengabe fiir die eine oder andere
Gefalligkeit des Grafen in der Vergangenheit. Wenn
dem so ist, dann mogen von Browne auch drei Monate
einer exklusiven Nutzung des Werks, bevor es in den
Handel kam, zugestanden worden sein, was dann als
Ursache fiir die spate offentliche Ankiindigung der
gedruckten Ausgabe anzunehmen waére.

Mozarts Thema erfuhr eine weit geringere Verdnde-
rung als im Falle von , Ein Mddchen oder Weibchen”,
wenn auch Beethoven das originale Andantino durch
Andante ersetze. Nach dem Anfangsakkord tragt das
Klavier die melodische Linie iiber vier Takte hinweg,
und das Cello antwortet in den folgenden vier Takten.
Diese beiden Viertakter entsprechen genau dem Anfang
des Duetts von Pamina und Papageno, und der Duett-
Charakter ist mithin in Beethovens Prasentation des
Themas sorgfaltig bewahrt. Die letzten sechsi h@men-
Takte korrespondieren zudem mit denagghs i

Quellen

WoO 45

A Autographe Partitur, vermutlich im Jahr 1796
niedergeschrieben, im Bestand des Archivs der
Gesellschaft der Musikfreunde, Wien.

P Originalausgabe in Stimmen (Klavier und Vio-
loncello), erschienen 1797 bei Artaria, Wien.

Opus 66

Zu Op. 66, vermutlich auch 1796 komponiert, sind keine

authentischen Handschriften {iberliefert. Die vorlie-

gende Urtext-Edition basiert somit auf einer einzigen

Quelle:

P Originalausgabe in Stimmen (Klavier und Vio-
loncello), erschienen 1798 bei Traeg, Wien.

Anders als bei den beiden fritheren Variationszyklen
ist das Cello von Anfang an und durchgehend betei-
ligt — vielleicht ein Grund fiir die Bevorzugung dieses
Werks durch die Cellisten. Die tibliche Moll-Variation
ist als Nr. 4 in der Mitte platziert, die langsame Va-
riation begegnet als vorletzte, und wiederum ist die
abschlieflende Variation in schnellem Tempo gehal-
ten. Die ausgedehnte Coda enthélt mit den Episoden
in c-Moll und g-Moll einen willkommenen harmoni-
schen Kontrast. Obwohl der Kritiker der Allgemeinen
musikalischen Zeitung (8. Dezember 1802) die Variatio-

nen ,nicht unter die vorziiglichsten” des K onis-
ten zahlte, hatten sie in der Ogentlic ) lg, wie
Neuausgaben und (wah vl Beet-
citilige
D

hoven selbst verfass a n, die in
u

den folgende T ennoch scheint
Beet n Wes er Kammermusik nach
n\lre verloren zu haben, u T ZOg es

8o S1

I
or, sicNlen ambitionierteren

jekten
wenden, die seine ite rigde cha-

rakterisieren.

VORWORT

WoO 46

A Autographe Partitur, gegen Ende 1801 entstan-
den, im Bestand des Beethovenhauses, Bonn.

P Originalausgabe in Stimmen (Klavier und Vio-

loncello), erschienen 1797 bei Mollo, Wien.

Einen ausfiihrlichen Bericht tiber diese Quellen und
ihre Abhdngigkeiten vermittelt der Critical Commen-
tary.

Spezielle Editionsprobleme
Wo immer moglich, werden Eigenheiten von Beetho-
vens Notation, seine Schliissel, die Schreibweise von
Dynamik und Tempobezeichnungen, die Notengrup-
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pierungen sowie die duflere Anlage des Klavierparts
beibehalten. In Einzelfdllen erwies es sich jedoch als
notwendig, die Notationsweise heutigen Gewohnheiten
anzupassen. Das fiir Beethoven charakteristische cres:
wird als cresc. wiedergegeben. Crescendo-Decrescendo-
Gabeln zur ersten Note eines Taktes erscheinen als

<\J> statt der bei Beethoven haufigen Schreibung
<§<J>. Seine altertiimliche Anweisung senza sor-

dino ... con sordino (WoO 46, T. 153—155) fiir den Pedal-
gebrauch wird durch die moderne Schreibweise ®a. ... %

ersetzt. LJ (WoO 46, T. 9—10) muss selbstredend als

ELELQ‘ notiert werden. Andere Abkiirzungen begeg-
nen in diesen Werken selten und sind ungeeignet fiir
eine moderne Ausgabe; in den wenigen Fallen, wo ¢’
(WoO 45 Var. 2, Op. 66 Var. 11), b4 (WoO 46 Var. 3)

und £ (WoO 46 Var. 6) erscheinen, werden diese Figu-

renals [ [ f, [7370. bzw. 5755 ‘JQesc i

riiber hinaus schien es ge je leYglan\@ene
e n

paarweise zusammenbalR ), um seine

zejtspakenden Abkiirzungd

N, aufzufassen. Ein wesentlic

Y / /) verwenden zu

Bassschliiss sprechend
E bei, verwenden aber statt des
i den |B oder den é ohne Okta-

2 Herausgeber vorgenommene Erganzun-
gen und Emendationen werden gekennzeichnet, und
zwar durch eckige Klammern oder (im Falle von Arti-
kulations- und Haltebogen sowie Gabeln) durch Stri-
chelung.

Bogen bei Tonwiederholungen
Sie waren fiir Beethoven keineswegs undenkbar und
wurden so iibernommen, wie sie in den Quellen stehen.
Ein offenkundiges Beispiel hierfiir sind die Takte 71
und 288 in WoO 45.

Bogen bei Ziernoten
Im Allgemeinen setzt Beethoven weder Bogen zu Zier-
noten noch zwischen Zier- und Hauptnoten, obwohl
sie in der damaligen Praxis durchgehend angewendet
wurden. Die vorliegende Edition folgt prinzipiell Beet-
hovens Notation, wobei es fiir die tatsachliche Ausfiih-
rung keinen Unterschied bedeutet, ob, wie in WoO 45,
T. 7, ein Bogen (ausnahmsweise) notiert ist oder nicht,
wie in T. 23 und weiterhin (T. 103/111, 121 etc.). Das
Gleiche gilt fiir Nachschlagsnoten bei Trillern, gleich-
gliltig, ob sie als Ziernoten wie fast immer in diesen
Variationen (z. B. WoO 45, T. 63) als Hauptnoten

B (WoO 46, o % ee' alle diese Stellen
sind als Triller z eh

chend g e &

un§aT, @1 sWse Bogen notiert sind.

Akzente
Beethovens i

und dementspre-
ie in den Takten 8y

-Gabeln
was seltener vor-
nicht weniger problem

komm 14
b bert sind einige kurz ge
rejunterhalb der Note platzi S m
¥ lich eine Bedeutung v a m
AWent zu. nf 4! d
ote

e e
lang notiert, i era ekt unter der
und 0 son das Aussehen einer
G®el, obwohl aus dem Kontext zu schlie-

i

ist s sie ihrer Bedeutung nach einem Akzent
dher sWhen. Dies sind die klassischen ,Schubert-
Gabeln’ und je nach musikalischem Zusammenhang
bezeichnen sie verschiedene Abstufungen zwischen
Akzent und Diminuendo zugleich. Es gibt heute keine
Moglichkeit, solche mehrdeutigen Zeichen in moderne
Notation umzusetzen. Neuere Urtext-Ausgaben gehen
in der Regel den Weg der Standardisierung im Sinne
von Akzenten, freilich bedeutet dies, ihre Aussage-
kraft hinsichtlich des Diminuendo zu verschleiern. Tat-
sachlich besteht nach der Auffassung der gegenwar-
tigen Musiker der fundamentale Unterschied zwischen
einem Akzent und einem Diminuendo darin, dass ein
Akzent im Gegensatz zu letzterem den aktuellen dyna-
mischen Level nicht beriihrt. Fiir die vorliegende Edi-
tion wurde der Beibehaltung des originalen Quellen-
befunds der Vorzug gegeben statt vermeintlich moderne
Akzente zu verwenden, die eine geringfiigig abwei-
chende musikalische Aussage vermitteln wiirden. Es
muss klar sein, dass die Gabeln in WoO 45 (Takt 276) als
lange Akzente (,Schubert-Gabeln’) zu verstehen sind
und nicht als Diminuendo-Gabeln mit Auswirkung
auf die herrschende Dynamik. Alle weiteren Gabeln



in WoO 45 (Var. 1) und WoO 46 (Var. 1, 3, 4 und 6)
haben die oben beschriebene Bedeutung eines Quasi-
Akzents. Auch wenn die originale Schreibweise, also
die Platzierung stets unterhalb der Note, beibehalten
wurde, beziehen sich diese Gabeln dezidiert auf eine
einzige Note und, es sei noch einmal betont, nicht auf
die Dynamik generell.

Punkte und Striche
Beethoven, so wurde behauptet (Gustav Nottebohm,
Beethoveniana, Leipzig 1872, S. 107-125), habe zwischen
Staccato-Punken und -Strichen peinlich genau unter-
schieden. Nottebohm stiitzt seine Behauptungen auf
zwei wichtige Beweisstiicke, einmal (S. 107-109) auf
Beethovens zahlreiche Korrekturen im Erstauffiih-
rungsmaterial zum Allegretto der Symphonie Nr. 7

op. 92 J n | J J, zum anderen auf einen liie.Bee

hovems vom 15. August 1825 an K¢iPT Nz (PCSRAr
Brandenburg, Ludwig van Beethove ec -
en 1996, , er

samtausgabe, Band 6, Miinch

eindeufje

Punkte zu notieren sind. Dieses Prinzip erwies sich als
vollig problemlos und erzwingt auch keinerlei Ausnah-
men, sodass wir es durchgingig anwenden konnten.

Dank

Es ist mir eine Freude, an dieser Stelle all die zu nen-
nen, denen Dank zu sagen ist: als erstem und vor allem
Steven Isserlis, der gemeinsam mit mir die Variationen
mit Geduld und Einsicht durchgearbeitet hat, immer
mit Nachdruck darauf bestehend, dem Quellenbefund,

so wenig sinnvoll es zunachst auch erscheine ochte,

genau zu folgen. Die Mitﬁbe' rinn d Wlitarbei-
ter der Bibliotheken, in de ’k rs@@ungen
durchgefiihrt habe, WM tat Ll ur Seite,

reglil itschaft und Ge-

11Schaft der Musikfreunde

und ich dank
duld: rc
a deN@B ovenhaus in Bonn, der
e i aee 1|

onalbibliothek in Wid
on und der Biblioth s
in London. Schliefgi

sonders velbu ss'1ch von seiner tiefen
K liqgy der pianistischen Schrei
B ens ieren und seine Hilfe bej ezy
e ti roblem$h in Agapruch d A
onat Del Mar

i m [bersetzung: Guitila Schiitz)
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EXPLANATION OF SOME SIGNS AND CONVENTIONS

USED IN THE CRITICAL COMMENTARY

The system of pitch notation adopted simply indicates
the number of whole octaves higher than middle c
(c”). Ascending in fifths, then, we have g° d', a!, e
descending, f,, bb,. Upper case (capital) letters are only
used to denote sources.

Notes are counted including tied notes (e. g. n.2 may
be tied to n.3), but excluding grace notes. In the case of
a chord at, say, n.3, the top note is n.3a, then n.3b, and
so on. Notes in the piano part may be identified either
vertically or horizontally: the top note of a chord on the
first beat is n.1a, then n.1b and so on downwards; but if
on the other hand the writing is more contrapuntal, the
entire upper line is designated RH(a), the lower RH(b).

\e
S

o

(e

se\" \e Qa%e

aﬁ‘?

Vers.I indicates an original version, subsequently re-
vised. Vers.II may then signify either the final version,
or an intermediate one later altered to the final version
(Vers.III).

LvB = in Beethoven’s handwriting.

RH = Pf right hand; LH = Pf left hand.

81-4 = 81 to (through) 84

81/4 =81 and 84

Therefore: 95-6 = both 95 and 96

But: 95/6 = one mark'&g (gl a sl sElts in 95 and
finishes in 96.
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WoO 45

A
Autograph score, in oblong format (24 x 30'/2 cm), housed in the Ar-
chiv der Gesellschaft der Musikfreunde, Vienna (shelf mark A 2).
The manuscript is bound in card, with the Archiv’s own label on
the front. There are 15 folios, both paginated 1-30 in the outer
lower corners in large, rough numbers in red crayon, perhaps
by the engraver, then also foliated 1-15 (at the top, as usual), in
pencil in a later hand, perhaps c.1900.

At the top of p. 1 Beethoven has simply headed the work Varia-
tions par I. v Beethoven; the staves are labelled Violoncello and
Cembalo, to the left of which Beethoven wrote (perhaps first,
prior to the heading) thema Con Variazioni. The manuscript is re-
markable for its almost complete absence of corrections; Beetho-
ven seems to have written the whole piece out fluently as ggair
copy, presumably from a previous autog‘p.scor
did he have to make a major corregiign (se it

sequently having (cumbersomel
to s gaing 195-210 (al

om A, is the 1

¢ note of all,
others are the added turn in 132

B,/

£—90 Vc. The most important correc-

or.66

A
Autograph score; lost, probably since Beethoven'’s lifetime.

P

First edition, published in separate parts by J. Traeg, Vienna in
September 1798. The earliest copies have no plate number, but
later ones (such as that in the British Library, shelf mark Hirsch
iv. 306) have the number 05 engraved on every page of music (not
only handwritten on the title page, as stated in Kinsky/Halm
1955:156). Since Traeg’s P1. No. 42 is found on op.9, published in
July 1798, and P1. No. 58 on WoO 72 (November 1798), it seems
highly probable that “05” was simply an engraver’s error for 50.

50

Though there are certainly instances of a lack of precision in
the placing of staccato and slurs, there are few serious mistakes
or ambiguities in P, and it seems likely that Beethoven must
have been involved in the publishing process, perhaps indeed
correcting proofs quite carefully. There is ample evidence of cor-
rections in the plates; in particular, visible on pp. 4-5 of P Pf
(Vars. 4-7) is that wherever sf stands, the plate originally read
rinf. The clear implication is that the engraver misunderstood
Beethoven'’s sf marking, and that th poser made him cor-

rect it every time. Jugl one reWllforgotten: 110 n.1 origi-
S replacement sf, though

is\e cOgect g (see note on this bar

of W was corrected several times

nally had rinf. inPot
almost certgjn

belo
a0 (R pld rignally n.5; 135/7/9, n.2, 6; 222-3, n.1), and
n\@e p of some hairpins was minutely adjusted (180/2

ly finishe alf bar). Corrections to
' ne is 91 Vc, where n.1
to may be identifiable

\ ta
@ eraprall staccato is printed

vc, only 3, 97/9, 101; 103 n_3.

e) tha was publishetr without
y Qeptemlr 1798 Beethoven had only

er 66 is Wst found in a letter from

this is one. Beethoven'’s reply to Artaria is unknown, but when
Artaria issued their catalogue of Beethoven’s works, published
together with a Titelauflage of the 'Hammerklavier’ Sonata op.106
in October 1819, it included the present set of variations listed
under op.66.

WoO 46

A

Autograph score, in oblong format (24 x 32 cm), housed in the
Beethovenhaus, Bonn (shelf mark BH 77). The manuscript is
unbound, but kept in a green folder. There are 11 folios, both
paginated [1], 2-22 and then also foliated 1-11, both in pencil,
probably in 20th-century hands.

Page 1 is the title-page, inscribed by Beethoven: Variations /
sur le théme | “bej Minnern, welche Liebe fiihlen” | composes [sic] /
par | Louis van Beethoven. Above this is written (not LvB) Der
Grfin v Fries gewidmet | gebohrne fiirstin v. Hohenloh. This was
evidently subsequently revoked, however, as can be seen on
p- 3 where a dedication (LvB), probably to Countess von Fries, is
obliterated. At the top right of p. 1is the number 4., probably of
the collector Friedrich Amerling whose stamped initials appear



in red at bottom left. Page 2 is blank; the music starts on p. 3,
headed by Beethoven: No.12. Variationen iiber das Thema “Bej
Miinnern, welche Liebe fiihlen” | komponirt [deletion of dedication]
von L. van Bthun. Already at this date (1801) Beethoven labels
the Pf staves piano-forte. Page 22 is blank except for (LvB) the en-
harmonic rewriting of 69 n.2 -70 n.8 Vc, originally (in the body
of A, on p. 11) notated in flats (and 69 n.4 bbb).

A is essentially a fair copy with few revisions or corrections;
one that is curious, however, is at the end of Var. 2 where Beet-
hoven originally continued with what is now Var. 4, then crossed
out the 1'/2 bars and wrote out Var. 3 instead (this is investigated
in full in Maaf8 2004:88-92). The manuscript is generally writ-
ten in light-brown ink (some of the staccato is extremely faint,
and 30 RH n.10-11 slur almost invisible), though the colour be-
comes darker during the coda. Just one marking, however, is
in Rotel: 28 Ve n.3 f. This is not in P, but since n.1 sf is also not
in P (no room in P for either), probably nothing can be deduced
from this. Uh p. 60 raises the intriguing suggestion that Beet-
hoven might have made revisions in A after P was printed, as
appears especially implied by 166/8 un poco calando, a tempo
in P Vc but deleted in A. Yet even this is correctly %s& in
Pf (see note on these bars below), so the delejigiaain A on
temporaneous, at least, with the process o}
other three relevant places are all inconclus
in A, absent in P (discussed above), 66 Vc n.
altered to oneda N

Surely these X rei@
vorlage parts. Apart from these, the only mark in A that is not
LvB is one ink bass clef in 33 LH (on p. 5), probably written by
the copyist of the Stichvorlage.

A complete colour facsimile of A is included in Bonn 1997:
29-50.

P

First edition, published in separate parts by T. Mollo, Vienna in
April 1802 (the title-page is dated Le I’ Jenvrier 1802, probably
because the work was intended as a New Year’s present for its
dedicatee, see Brandenburg 1997:19); Plate No. 222. The Pf part
is generously spaced with consequently few errors, but the Vc
part is all squashed and squeezed into just two pages with the
result that wherever space is lacking, markings such as slurs,
staccato, dynamics and hairpins were simply omitted. Many sf
appear instead as fz or only f. But the Pf part also suffers from
numerous errors, including wrong notes.

et

At the same time it is certain (despite Uh p. 60!) that Beetho-
ven was to some extent involved in the preparation of P. Firstly
there are many additional markings in P, absent in A, which
a copyist or engraver could not have invented (bar 7 Vc n.4-5
stacc., 56 Ve n.6 f) though others were perhaps more obvious
(bar 1 Vc f, 14 RH n.4-6 slur, 23 LH, 24 RH n.1-3 stacc.,, 55 Vc
n.1-2 slur, 58 LH(a) n.7-12 slur, etc.). Secondly: no engraver could
have understood the rewriting of 69-70 (see A above) without
Beethoven'’s personal explanation of what this was and where
it belonged. Thirdly: though staccato is printed throughout as
Punkte, just two bars (42/4 Vc) have Striche, and it seems likely
that these were corrections made by Beethoven at proof stage.
See also notes on 166/8 under A above, and in the main Com-

mentary below.
! ‘o
ex, 46
it1

e following have been examined:
core, published in 186442

Breitkopf & Hartel, ; %

3 i ‘ works Br hardly quali-
i llurchgesehene, iiberall berechti
2 pared intelligently; everythg T
Pery few tiny printing errggg i ic
P Schir e
ye

usgabe by

a
() ces were not

one notable
readings in A
ing what were

I-known Henle edition, first published in 1949 by G. Henle,
Miinchen, has appeared in many different guises and more
than a dozen printings over the past sixty years. For the present
investigation three have been studied, one early (He), the col-
lected edition volume (Uh), and a new and entirely different
one (Uz). He and Uz are performing editions with fingerings
in the piano part and separate cello part containing bowings
and fingerings; Uh is the musicological, library copy with no
performance markings and no separate cello part. In He and
Uh bar numbering starts again at 1 for each new variation; Uz
counts through as in the present edition.

He

This 2nd printing (with the small letter B beneath the final bar-
line), edited —like the first one in 1949 — by Hans Miinch-Holland
and Giinter Henle, appeared c.1956; its text in fact hardly differs
from Br.

Uh

Urtext Edition, edited by Bernard van der Linde and published in
1971 together with the five sonatas as Abteilung V, Band 3 of the
Neue Beethoven Gesamtausgabe. This was a completely new revi-
sion, ignoring previous Henle printings (He and its successors)
and for its model reverting to Br, with which A and P were quite
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15
15
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20
23

Var. 1

25

33-5

35

41

64

Var. 3
73
76, 92

812

82

86

90
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RH: slur from n.1 (like 23) in Br,Ur, and indeed Beetho-
ven’s notation normally excludes grace notes from slur
(see Preface); but here (despite 23) A absolutely clearly
as our text, also (vaguely) P.

RH: Vorschlag (grace note) f‘ in Uh, but J” in A,PUz.
Ve: n.3 p in Br,Ur, but clearly (despite Pf) n.4 in A,P.
RH: n.1-3 slur not in A,Br,Uz, but is in P (= Uh), and
entirely plausible.

RH(a): n.2-3 slur added in Ur, but despite bar 1, not
inevitable due to new f dynamic.

RH: slur not in A,Br,Uz, but there in P.

LH: n.3-4 stacc. on basis 7, and from P where (how-
ever) n.3—4 are notated with double stems (as in A, but
there no stacc.), and stacc. only below LH(b), surely due
to lack of space above LH(a).

LH: arpegg. tacitly added in Br,Uh, b
entirely plausible thus; cf. op.57 I}
text.

Pf: hairpins notated as modern acc

our tey msce Preface.
psumab¥from
s far ote @R 42,
Br,Uh).
inP 0 page-

correct.

65-8 in bo .
since in practi

ely editorial; nothing in

SON
LH(@): o = Uz/K); J in Br,Uh (but stem down,
i.e. voices reversed, also Uz, this uncorrected in Uk).

RH: n.1-4 fingerings in both A and P.

RH: n.1-4 portato from A, also (unambiguously) 76 in
P. Neither slur reaches n.5 in A (despite Ur!), but 92 far
enough that P assumed n.1-5 portato, doubtless wrongly.
RH: slur to n.6 (= Br,Ur) from A in 82 where specifically
extended from n.5 to n.6, and on basis LH, and all in
85-6; 81 more likely to n.5 in A (though vague), both to
n.5in P

RH: n.7 no & in sources, but may be assumed from 81
n.7 and 83 LH n.1c, both obviously 5.

LH: n4-5 g fz from P (= Br,Ur), clearly corrected in plate
from A’s a g(!).

Vc: n.1-3 from P, clearly corrected in plate from A’s
b, g, d,()).

Var. 4
103/11

105-6

106

108

111

20

Var. 5

121

132

138

140

143

Var. 6

Vc: grace notes ﬁ , J’ are retained as in A (= Uz), but f’
in BUN.

RH: one slur in P (= Br,Ur), but barwise in A, misread
due to line-change.

V¢, Pf: hairpins appear to peak inside 106 in A (Vc after
n.1, Pfjust before half bar — hence Br,Ur variously as late
as half bar), but Beethoven’s hairpins are notoriously
unfathomable and he often clarified and/or revised

them in proofs. Our text, therefore, fro here both
clearly enough n.1.
RH/109-10 LH: slurS™ro, A I’\&-change in
P, hence split i ; Al e giar ¥ Uz/k, but
109/10 1 h P h p. 53), P.
asil amic in sources (as Uk con-
in e due to preceding cresc.

: p¥s peak atn.2, {gom A, and is 97; sooner
atching Pf) in P,Br,Ur.
Ve: slur (as in Br,Ur) gz fos1 3O rd]

nalogous,
de P, so surely

but 113/4 al o)

115 d \Wlve & _

\ . e wiN slur (contrary to the charact
b regiof variation), he would surelyx

r

ur in 113/4.

split at Y@rline jaaRBr,Uh s ly
right that this is §@ly page-t A and that
the slursg v contipue int@@and from, mar-

f. in A, all one

Pf: simply n.1 fp dolce in Br,Ur, but placing of dolce be-
neath n.2 seems intentional in A, also = P.

Vc: ~ only from P (« in P, but see note on 147 etc. be-
low); not in A.

RH: slur ton.9 from P and on basis 122/30; would rather
be read as to n.8 in A.

Vc: n.2 stacc. in A,P (despite 124!); omitted in Br,Uh,
restored in Uz/k.

Vc: n.1 arpegg. in Br,Uh, but not in A,P (= Uz/k).

In this variation there is some ambiguity as to whether slurs

extend o

ver to the final J, but enough evidence of Beethoven

taking care that the slur includes it, or is specifically extended
to it, and of this being followed faithfully in P, that this pattern
is in principle adopted. For example 159 Vc, RH, 161/3/5 RH

could be

read either way in A, but are all long in our score, as

in P (and Ur). But there are still exceptions such as 151 RH (but

page-bre
sources,
147/56/65

ak in Al), 150/4 Vc, where clearly short slurs in both
so that this version must sometimes inevitably stand.

RH: « in P, but see note on Sonata op.5 no.1 I 14-6
etc.; Beethoven always wrote ~ (= Br,Ur).

53



147-9

LH; 149-50 Vc: each all one slur in Br,Uh, but as our
text in A,PUz.

149-50/7-8 Vc, RH: placing of sf (= Br,Ur) from A, especially

154
156
160
162/3

166

167

183
185

Var. 8

196

199, 215

54

in 157-8 where all three (Vc, RH, LH) sf always verti-
cally aligned. In A 149-50 could be read as sf one note
later, and placing of all sfin P Pf suggests one note later
(P Vc inconsistent), but the harmonies that would be
thus emphasized (especially last note 149!) are too bi-
zarre for this reading to merit serious consideration.
RH; 162 Vc: slur on basis 146 Vc.

RH: slur from n.3 in Br,Uh, but from n.2 in A,PUz/k.
LH: slur to 161 in P (= Br,Ur), but at this juncture doubt-
ful; ends well before barline in A.

RH: slur split at barline in Br,Uh, but all one (despite
146-7) in A,B,Uz/k.

RH: all one slur from 165 n.6 in Br,Uh, but split at bar-
line in A,PUz/k. (Indeed, the slur in 165 could be ar-
gued to be merely a triplet slur, not a ‘real’” slur at all.)
Pf: Vers.I slur to n.8 in A, both slurs extended over bar-
line, but LH only just over (not as far as note),
only RH in P (LH to n.8). Uh w.lal
extended the slurs after 3

the same time, yet was
LH:n.5 stacc (= Ur) chief

h’s brack-
e quantity of revi-

ter n.7, but not (despite footnote
aithfully representing a revision by
e proofs. On the contrary, a correction
®plate shows that P originally had sf at n.9, and it
was moved back, only slightly too far. Uh n.2, 7, how-
ever.

Pf: n.10-12, 184 n.7-12 no stacc. in sources (despite Uh).
Pf: LH pp in PBr,Ur, but only due to lack of space in P;
clearly from RH n.1 in A. See facsimile on p. 44; Uk
correct.

Ve:nl fin P (absent in Br,Ur). Uk restores it, but sees
the worrying possibility of conjecture (matching 211)
by an interfering engraver. But there are enough revi-
sions in P that can only have come from Beethoven,
that we need have no serious doubt.

V¢, Pf: odd though it may seem, A and P both unam-
biguously have fin 199 RH + LH, but 215-6 Vc + LH;
from Beethoven'’s clear placing in A no error seems pos-
sible. Uz essentially as our text, but Uh adjusts 199-200

204

207

209-10

245/59/61 LH: n.1 stacc. from A; but all absent in P, conceivably

to match 215-6; Uk restores 199 RH f, but fails to re-
move it in Vc.

RH: n.1lb , in Br,Uh, and could be argued to be am-
biguous in A, but P’s J (= Uz) ist doubtless correct.
RH: n.2a no accidental in A,P,Uz, and b(!) in Br,Uh, but 4
can be assumed from 206, and cf. also 111 (as Uz con-
cedes in a footnote).

Vc, Pf: some doubt as to dynamics here. Probably Beet-
hoven’s first idea was (as we might expect) 209 f. He
wrote fin Vg, then firmly crossed it out, in favour of (both
Ve, Pf) fin 211; so Vers.II (final text in A) is 208-10 p/pp,
211 subito f. However, fis added in P Pf in 210 (marked
at RH n.1, but no room earlier, inevitably applies to LH

n.1), so apparently Beethov, vised this again, and
Vers.III 20 9 plpp, ito f. This is suppressed
in Ur i while Br has 209 f, i.e.
U\ = Uz) Jin PUh.

Ve: n.1 stacc.o§ ba51s 217, , and 234/8.
B beyond 227 n.2 in P.
2 sources. Uh p- 54 plea

by intention.

247/55/63  Ve: grace note J) from A (= Uz); ¥ in BUh.

251/2

258

261/3

263

Var. 11
265

266/78

272

p cresc. derives solely from P Pf; notin A at all. In Br,Uz
it is rejected (i.e. treated as a wild error), but it seems a
plausible revision, perhaps omitted in P Ve due to lack
of space. Uh = our text.

LH: n.2 only ¢, from A, where the additional Vers.I c,
is obliterated and “c” added above c;; surely Beethoven
deleted c, in order to achieve the same legato as in 242.
P has n.2 octaves, however, so the deletion was either
overlooked or misunderstood. Br,Uh =P; Uz = our text.
Ve: n.5-6 stacc,, slur respectively on basis 245/7; 261-3
no articulation or sfin A, remainder in P.

LH: clearly only n.3-5 stacc. in A; alson.2 in .

RH: slur over to n.18 in Br,Uh, but as our text in AP,
Uz/k.

RH: slur from 6th last note in Br,Uh, but only thus in P,
278; A, and 266 in P, clearly as our text (= Uz/k).

Ve: n.6 pp in Br,Uh, from P where (however) it applies
to 284 in line below where no room. Our text from A
(= Uz/k).




272/87-8 RH: last few slurs on basis 269/85 etc., clearly omitted
in A due to haste (and P simply = A).

Pf: == = peak at 3rd J in Br,Uh, from P where line-
change at half bar, so == placed on new line; clearly
— before LHn.3in A. Uz =our text (Uh p. 54 agrees,
but no correction in Uk!).

276 RH: regarding hairpins, see 33-5 above.

276 RH; 284 Vc: strictly speaking in A pp is written one note
later in 284 than 276, yet clearly enough applies to the
first portato note (P Pf too soon, apparently strengthen-
ing the case for a difference). Our text = Uh in 276
(Uz/k too soon), = Uz in 284 (Uh too soon!).

RH: gruppetto slur in A,P (like 267); missing in Uh.
Vc: == = peak at n.5 in Ur, but as our text (sooner)
in AP

Ve, Pf: as so often in Beethoven (see note on 106), peak
of hairpins is somewhat open to doubt. See facsimile
on p. 45; here we follow A since it seems both clear
enough and plausible, but the fact that in A both pairs
of hairpins are vertically aligned could support the no-
tion that Beethoven intended the same pegk @ bot

275

279
282

283

instruments. Indeed, in P both pe ua 3r
beat (Pf only ﬁ later), Br,Uh 3rd be owev n
alternative interpretation of Pf in A} .

Pf: n.1 pp (as in Br,Ur) on basis V.

285

f#Schlige are given in P as
ever used. Since at this time
OFeOLS with ﬁ we have substituted ﬁ for
P’s f’ wherever it occurs, though it would have been
characteristic (see WoO 46) for Beethoven to have writ-
ten many as J‘ .
16 Ve: stacc. in P; despite RH, seems possible (omitted in
Uh, restored in Uz/k).

Var. 1

17 n.5,18 n.1 RH: only 18 n.1 stacc. in P, necessarily extended
(as in Br,Uh) to 17 n.5. Uz instead rejects both, which
seems unwarranted.

18 RH: n.3 cin P (= Ur); error (a) in Br,He.
19 RH: n.1 no stacc. in P (despite Uz), but on basis 21.
29/30  LH:line-change in P, so impossible to be certain whether

n.4 tie to 30 n.Ic (as in Br,Uh) or slur to 30 n.1d (as in
He,Uz), but WoO 46 bars 98/9 RH show that the tie is
perhaps more likely.

Var. 12
290/4

310

318
325
328
336
339

349-58

352

c

Var. 2
38
40
42

42

43
44

44
45

Var. 3
48

Pf; 298 Vc: sf only from P, not in A, evidently revision.
(298 sfz in P, certainly error, despite Uk; Beethoven never
wrote sfz.)

Pf: n.1 sf from A; not in P, surely error. However, since
all 290/4/8 sf are only in P, not A, it remains possible
that 310 sf was deleted as part of the revision.

LH: n.1-2 slur in Br,Ur, but not in sources (like bar 6,
perhaps).

Vc, Pf: ritardando stretches into 326 in Uh, but only due
to lack of space in P; as our text in A.

RH: slur from n.2 in A, but vague in P, hence from n.1
in Br,Ur.

Vc: nl f (= Br,Ur) on basis Pf; surely ineyg
RH(b): n.2 stacc. in iUr

RH: the ties are an s

RH: cre . P
O  E - a
epWte i Phid LH, that its omission in P might

ath§AbeWugoested to have been a aver’s over-
ht. Certainly, howevej@it 1 editorially
extended (as in Ur!::VC.

Ve:n.1 f (= Br,Ur) on basis Pf; n.2 in P.

RH: n.5 stacc. in P (= Br,Uh), not in Uz.

Vc: line-change at half bar in P, first slur beyond n.7
into margin but second slur precisely from n.8. Br,Ur
all one slur (i.e. observing the first), but the more prac-
tical, hence more likely reading, is surely to observe
the second. Yet clearly either is possible.

LH: no articulation in P; n.1-4 (on basis RH) is perhaps
the minimum necessary.

RH: n.1 stacc. in P (missing in Br,Uh); here Uz is correct.
RH: slur n.1-3 on basis 43; n.2-3 in P (no room before
n.2, arguably).

RH: Uz’s n4 stacc. is not in P (Br,Uh correct).

Ve: n.1 cresc. (= Br,Ur) on basis Pf; n.4 in P.

LH: Br,Ur add p (indisputable, from Vc, like 52/3), yet
unnecessary, perhaps, since already p from 46, and may
also be assumed, as at the beginning (bar 0).
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151 LH: n.2-3 slur, n.4 stacc. on basis RH; not in P (despite

Ur).

154 Ve: slur to 155 n.1 on basis RH, and 150/1; not in P (de-
spite Ur).

154 RH: n.2-3 slur on basis LH, and 149/53: not in P (despite
Ur).

154 n.4 -155n.3 LH(a): slurs added only in Uh (not Br,Uz), but
surely deducible on basis RH, and 155/6; only ties in P.

156 n.4 157 n.3  Vc: slurs only on basis 157/8 Pf; not in P (de-
spite Ur).

157 Vc: P has an odd p above(!) the key signature which is
accepted (n.1 p) in Uk, but makes no possible sense and
can only be a printing error.

157 Pf: last note sf (= Br,Ur) on basis Vc, and LH n.1.

159 Vc: Br,Uh add n.2 pp, but nothing in P, and not inevita-
ble, perhaps. Uz = our text.

160 Ve: stacc. Strich in P, so perhaps added in proofs by
Beethoven. Br,Uh extend to Pf n.2, but perhaps not
inevitable; Uz = our text.

Var. 10 P [

164 RH: slur n.1-5, ~ between n.1/2 in Brldambut a e
in PUz.

171 RH; n.3c 5§ missing in PBr,Uh, bu
(from 170 Vc), as in Uz. (187 Pf n4
in P.

173 g our text in P (also = Pf, see

st certainly from
bf space, is-

ly, adjuste

n Uz, but only from He;

177 Vc: slur 11 n Br,He,Uz, but clearly not before n.1
(between n.1/2, indeed) in P; Uh correct.

179 Ve, Pf: == from n.1 in Br,Uh, but clearly only from
half bar in P Pf, and Uz is doubtless correct that this is
the intention in P Vc too - like 181.

182 Vc: == on basis Pf in P (where carefully corrected in
plate); ends hardly beyond n.1 in P Vc.

187 Vc, Pf: —= from half bar 186 in Br,Uh, but only 187,
and Vc cresc. (not hairpin) in PUz. Peak of hairpins
uncertain; P Vc see facsimile on p. 47 (cramped!), P Pf
f__f . This, and Vc’s cresc. (as opposed to Pf's —),
might suggest the two instruments phrase independ-
ently, but probably does not; cf. Piano Concerto No.5
1341 WW. Hence our half-bar peak, but other interpre-
tations could be equally justified by the unsatisfactory
source situation.

189 Pf: n.4 stacc. (as in Uz/k) from RH in P (LH also on basis
n.l).

b again(it; pre
Br,U u
le.

190 RH: note-values variously adjusted in modern editions
to add up (n.1 § in Br,Uh, n.2-3 ) § in Uz), but P - de-
spite mathematics — as our text. The gruppetto is no-
tated in 32nds in all Br,Ur, but 16ths in P.

190 RH: Br,Ur add n.4 pp, but not inevitable, perhaps.

191 V¢, Pf: —= from beginning of bar in Br,Uh, but hardly
before half bar in P. P Vc has 192 — p on new line,
but in both 191/3 P Pf suggests == not beyond barline,
hence precise peak taken from P Pf (see following note).

191/3/5 Pf: —= = peak clearly and consistently at penulti-
mate RH note in P.

193 Vc: == = peak (= Br,Uh) on basis Pf in 191/3/5; at n.2
in P (cramped), also (despite Pf!) Uz.

195 Vc: == | in Br,Uh, but not beyond @ P (= Uz).
Hence our = ongsi f (esp of course);
perhaps the engrave® re, erWl by calando
which starts alzeady\k n.\in 1a®& of space,

p ou s€¢ tollowing note).

but as our text (only 195) in
beginning of 196 in Br,Ur, but as

ur Skt 9P
, LH: J in Br,Uh, but
RH: pp beneath n.24 dogbtless only
due to lack h 0 ave written
197 L b1\ he r,Ur) from P Pf, and on ba
! of Wariations (WoO 46, 65, 71, .3
if n the same decade of Begq i ichl
at he chd@cterisis I e
: 1 ) i at

final variation; in\@A V¢,

the beginaj 1 .
Va
08 L3 Br, 11 p, but 243 sempre pp entirely possible, so
19perhaps st left undefined (cf. Theme, Vars. 3, 5).
RH: slur

(= Br,Ur) on basis 247.
206 Vc: f (= Br,Ur) on basis Pf; nothing in P.
206/8  RH:n.2 sf on basis 207/10-1; n.3 in P, surely error.
213 RH: n.2-3 slur (= Br,Ur) on basis Vc.
214 LH: n.1 own p in P, but surely superfluous.
215 Ve: n.1 stacc. not in P (despite Ur!), but on basis 214/6,
also RH.
215 Ve: n.2 sf on basis 214/6, and Pf; n.1 in P.
219 Pf: sf (= Br,Ur) on basis V¢, and 227; only fin P.
225 RH: n.8 b in P, but seems very possibly error for g.
226 Pf: cresc. (= Br,Ur) on basis Vc.
227 Vc: n.2 stacc. (= Ur) on basis LH, and 228-9.
230/5  Ve:n.2 cresc. in Ur, but despite Pf, both clearly n.1 in P.

195/6

247 Vc: n.2 —= on basis LH; from n.3 in P.
247 LH: —= from n.1 in Br,Uh, but n.2 in P (correction in
plate), Uz.

252 Ve, Pf: cresc. exactly as our text in both P, but very pos-
sibly intended from n.1, of course.

266 Vc: slur from n.2 in Br,Ur, but n.1in P. (Uh p. 58 claims
265 n.2 =267 in P, but not so.)

268 Vc: stacc. added in Br,Ur, but (despite Pf) not inevitable,
perhaps.

268 RH: n.5 stacc.in B,Br,Uz (missing in Uh).

272 LH: n.6 stacc. (= Br,Ur) on basis RH, also 270.
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WoO 46

11 LH: n.2-4 no stacc. in sources (despite Uz). In op.5, too,
stacc. is quite commonly notated only in RH, whether
LH notated £ (as here) or not (as in 28, 54).

13 RH(a): slur vague in A (see facsimile on p. 48), from n.2
in Br,Uh; but since P clearly from n.3, this very possibly
authoritative (like 66 Vc, perhaps). Uz correct.

14 Ve, RH: grace note notated f’ in Uh, but J’ in A,PBr,Uz.
Var. 1
1524  Hairpins printed as modern accents in Ur (partly also

Br), but all below note in A,P. See Preface, also note on
45-6 etc. below.

LH: it will be seen that in the figure JJ, the incidence
of N stacc. is sporadic. We have retained it exactly as in
the sources, though last note stacc. could additionally
be argued in 15, 23 on basis 19, 24, and perhaps
on basis 26. An awareness of Wt.)ven’
luctance to notate this stgeamis per re
however.

23 Ve:n.1 p (=Br,Ur) notin is

inevitable for 23 n.2 —24.

15-28

on basisl and 14/34 1

amic since

Veen staves in A (30, at least), but
d to place sfhigh, by RH. Br,Uh gen-
z correct.

™M.0-8 stacc. not in sources (despite Uz), but on basis
29, also 34 V¢ only n.2-4 stacc. in A, also(!) n.5 in P.

31 RH: n.13-20 from A (= Ur); n.15-16 f e (=n.19-20) in P,
surely error. Due to P’s repeated eb (n.16-17) Br splits
into two slurs, which survived though the Br editors
corrected the notes in the plate.

33 n.4, 34 3rd j” Pf: stacc. from A (= Ur), its omission in P most
likely a (typical) error there, though in this case such
a revision is also conceivable and cannot be ruled out.

34 Ve: n.2-8 stacc. from P (though there, misprinted on 33
n.10 + 34 n.2-7!), also on basis 33 n.3-9; not in A.
35 RH: n.10 stacc. in P,Uh, probably error, for nothing in

A; Br,Uz correct.

36-7  Vc: doubtless intended to be dynamically independent
of Pf; neither source has any cresc., decresc., p (added
only in He).

39 Pf: general cresc. between staves in P,Br,Ur, but carefully
only LH in A; surely this is what Beethoven intended.

58

39

40

41

Var. 3
44

50

54

54

55

56

56

57

Var. 4
58

59-60

61

LH: first slur from A, where Beethoven first wrote slur
n.1-3, then extended it to n.5; but other ink splodges
confuse the issue further, and P’s two slurs n.1-2, 4-5
are more likely a misreading than a revision.

Ve:n.l sf from A (= Uz/k); absent in P (= Uh), surely er-
ror (also, 39 n.13 only fin P).

Vc: J” grace notes from A (= Uz); ﬁ inP f‘ in Uh.

Vc: n.2 stacc. from P (thou rinted above n.3!) and

one of the few Striche

on basi‘t3 is

(otherwi st s Pui\@lte), so probably added
L fs. th are identically corrupted
1 ‘ ; re seems no chance that Beethoven
w

isin preference to his clear phrasing in A, espe-

a0 47-8 RH are correctin P.
L, 94 RH; 95 Vc: see Pref-
gagain all hairpins no-

{\, conceivably intended as
ony No.6 III 91 Ob, and

Ds.2-5, Symphonies 1-3); yet nothing in P, and with
W other similar markings in this work, seems just too
tenuous to be persuasive.
Pf: n.6 p cresc. in Br,Ur, but cresc. placed as our text in
sources.
LH: n.3-5 stacc. in Br,Ur, but only from n.3 mark in
paper in A (no stacc. at all in P); see note on 11 above.
Pf: cresc. clearly from RH n.3 in A, though vague in P,
hence sooner in Br,Ur.
LH: no stacc. in A, but all there (only, n.2-5 instead of
n.3-6! obvious error) in P.
Pf: n.6 ff from A (= Br,Ur); not in P, conceivably a revi-
sion since Vc only f (and this only in P, not A), but P
is guilty of so many erroneous omissions that this is
always the more likely explanation.
Vc: n4 stacc. in A (= Uh), missing in P (= Uz).

Pf: —= = peak as our text in A (before RH n.11 in
PUh, at n.11 in Uz); Uk correct.

RH: all trill figures notated Lg () in A,P, but aligned
unambiguously above 59 LH(a) n.5-6, 11-12, 60 n.5-6,
hence inevitably as in Br,Ur.

LH(a): n.1-2 slur in Br,Uh, but not in A,P; plausible, of
course, but perhaps not inevitable (despite RH), and
bravely removed in Uz.



63

63

66

67

68

68

68

69
71

77
78

79
79

79

81

LH(a): n.1-12 slur in A, absent in PBr (no room), Uh
(overlooked), restored in Uz.

LH(b): n.1-4 slur only from A, absent ever since (P has
no slurs at all in 63 Pf, so hardly revision); indubitably
unorthodox, but meaningful nevertheless.

Vc: slurs n.3—-4, 5-6 in Br,Ur, from P, but in A the two
slurs are clearly connected, surely more likely misread
in P (or mechanically altered to match 61?) than revised
yet again back to Vers.I. Uk correct.

Ve: n.2 cresc. in Br,Ur, but clearly n.3 in sources (despite
Pf, perhaps). Uh p.62 cites lack of space in A atn.2, but
this cannot be sustained.

Vc: n.1-2 double-dotted in A, like 70 RH; { Lin PBr,Ur,
doubtless error due to both dots on top of stave-line
in A, also one of n.2's two extra beams.

Pf: slurs (from 65) to n.12 in Br,Uh, but broken at n.6/7
as our text in A,PUz/k.

LH: n.7 by (= Br,Ur) from (probably) A, and on basis 12,
26, 40, 54 etc,; a, in P. Hole in paper in A, from lower
half of note-head downwards, so impossible to be cer-
tain that no third leger line was present, ‘lneem
(despite P) overwhelmingly unlikel
LH: n.1 no stacc. in sources (despifgll
Vc: stacc. only from A, absent in
overlooked ever since (for very man
in P) i g in P is not imp)

even belo

Jiually (or indeed 4
) to the upper™ine,
both above and below
on.

> A,P; (oddly) sooner in Br,Ur.
Ve 1st ry LEFy f(') in AP (see facsimile
on p. 49); due to imitation with LH, n.1-3 can only be
placed as our text (= Br,Ur). It might still be tempting to
concoct an alternative reading, preserving Beethoven’s
rest between n.3/4, such as v ZLf° 7 — but the result-
ing duplet/triplet conflict has no parallel in the rest of
the variation and would be even more riskily conjec-
tural.

Vc:n.2 p in A, PUz/k (missing in Uh, from error in Br).
Vc: n.2-3 spaced far apart in A, —= = in between;
hardly room to squeeze this into any normal printing,
however, and absent in P,Br,Ur. Uk attempts to restore
it, but more likely it was renounced by Beethoven in
the lost Stichvorlage.

LH: n.5 p from A; clearly applies only to LH, though
placing vague and LH n.4 in P. Pf n.4 (between staves)
in Uh (wrong); Uz correct.

RH: n.7-9 stacc. on basis remainder of bar.

81

Var. 6
85-6

87

87

87

88

88

89

89

92

94

94

95

95

96

96

97

Pf: cresc. from half bar in A (absent entirely in P); again
(like 77) marginally sooner in Br,Ur.

RH; 89-90 Vc: J’ grace notes from A (= Uz); f‘ or ﬁ inP
all J'in Uh.

RH: cf. note on 59-60 above; again, n.10-12 J_E ) in
AP, but can only read as our text (= Br,Ur). 91 Vc also
thus in A, but correct in P.

RH: n.10-14 slurs from A (= Br,Uz); in P the slur n.10-12
is missing, but even this cannot justify Uh’s one slur
n.10-14.

RH; 91 Vc: 64th beam starts from n.3 in P, but not in A
(though 87 nearly!), and never dot aft in either

source, so doubtlessgnergly erro; u\xt (= Br,Ur).
RH: slur n.3-5 in Bri®r, 1 st in A, and
ton4inP.
RH: sl b ait) hardly before n.7
j aN P, om 1n.7.
ri@orin ove n.16 in PBr,Uh, but as our text
/

: ct. 87 RH above; aga
inevitably error for g

RH: slur to i '
LYt De error for vorletzte.)
| T N, 7P,Br,Uz/k, missing in Uh.
O (fgnt) BA, only here (not above RH) § e
: i r

rs start a note
e misread thus

Pf: three independent parts in A,PBr,Uz, falsely tele-
scoped into two in Uh.

Vc: n.l cresc. (= Uh) on basis Pf; n.2 in A,Uz/k, missing
entirely in P (as is n.7 p, too).

Pf:n.1 p in B, but not in A; surely mechanical extension
from Vc, and reasonably omitted in Br,Ur, but restored
in Uk.

RH: n.16 5 inevitable, but found only in He,Uz; missing
in A,PBr,Uh.

Vc: no hairpins in P, but P has all in 94 RH, so doubtless
error.

Ve: slur n.15-16 from P, also A (since no continuation
in 96), though A’s slur extends into margin (character-
istic of Beethoven, who by no means necessarily meant
thereby that the slur reaches next bar), hence read as all
one slur into 96 in Ur.

Vc: tie n.1-2 from A. Instead, P has slur n.1-3 (surely
error); neither source has Br,Uz’s slur to n.4.

LH: slur to n.5 in Uz, but only just past n.4 in A, cer-
tainly intended to n.4 as (clearly) in P (= Br,Uh).

Pf: in A both RH and LH slurs extend far into margin,
but see note on 95 above; obviously does not include
98 LH n.1 (and Ur here correct), and clear new RH slur
from 98 n.1in A, so Uh’s RH slur 97 n.12 -98 n.10 seems
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APPENDIX 1
POSSIBLE ERRORS

The following is a listing of any significant places in the Variations where an error in the sources is at least suspected. All are addition-
ally discussed in the Critical Commentary above.

(@) Places where the text in the sources has nevertheless been (b) Places where the text in the sources has been amended:
retained:
WoO 45
0p.66 115 Vc: no slur in sources
84 LH: n.5 no stacc.? [then also 88]
159 Ve:n.2 pp? 0p.66
225 RH:n.8 g? 90 Ve: slur n.6-9

175 RH: slur to 176 n.1

206/8  RH:n.3 sf (not n.2) PS a e‘

The text presented in this edition is naturally @

C ered most likely to correg d ed i ons, as discussed and
justified by thg he Critical Com ary. However, there are eSgnerd re ¥ing could be advocated on t
basis of ¢ R we accordingly present those gégan aNle hell foM#he benefit of those interprete
ishj R own pegsonal pr All JaddifioNs#® discussed in the Critical ta ve.
)
29 LH:n4 _ tie)g perhal’
42 s
A W A

18 odher in P

RH(a): slur n.2-4 in A?

25 LH: n.3 no stacc. in P
33n4,343rd.) Pf no stacc. in P

50 RH: n.4 stacc.-accent in A?

56 Pf:n.6 no ffin P

71 Vc: n.1 no stacc. in P

79 Ve n2/3 —=——inA

89-90 Vc: slur from 89 n.3, 90 n.2 in A
99 No attacca subito in P

117 RH: slur n.2-4 in A
152 patVen.2, LHn.2 in A?
155 Vc: n.1 stacc. in A
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