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VORWORT

ENTSTEHUNG

Chopin komponierte seine dritte Klaviersonate 1844,
hauptsachlich wahrend seines Aufenthalts in Nohant
auf dem Landgut von George Sand, der von Ende Mai
bis Ende November dauerte. Am 22. Oktober bat er
seine Schiilerin Marie de Rozieres brieflich, Auguste
Franchomme, den ihm eng verbundenen Cellisten und
Komponisten, zu fragen, ob er die Manuskripte fiir Leo
erhalten habe.! Der aus Hamburg stammende Mézen
und Bankier Auguste (August) Leo, ein Freund Cho-
pins, regelte fiir diesen den Kontakt mit dem Londo-
ner Verleger Wessel. Maurice Schlesinger teilte Chopin
mit, die Sonate und die ,variantes” (d. h. disB.ceuse

op. 57) stiinden jetzt zu dessen Verfii n

schaft an Louis

1 Correspondance de Frédéric Chopin, hrsg. von Bronislas Edouard
Sydow, Suzanne Chenaye und Denise Chenaye, Paris 1953-1960,
Bd. 3, S. 174.

2 Undatiert; [Anfang/Mitte Dezember] 1844; ebd., S. 187.

3 Hierzu ausfiihrlich Jeffrey Kallberg, Chopin in the Marketplace:
Aspects of the International Music Publishing Industry in the First Half
of the Nineteenth Century. Part II: The German-Speaking States, in:
Notes 39, Nr. 4, 1983, S. 795-824, hier: S. 817.

4 Die Drucklegung der Nocturnes op. 37 verlief dhnlich: Um sich
das Copyright fiir Frankreich zu sichern, lieferte Chopins Verleger
Troupenas im Juni 1840 ein unfertig gestochenes Pflichtexemplar
zur Registrierung (dépot légal) ab, um nur einen Monat darauf
den endkorrigierten Druck ein zweites Mal einzureichen, dieses
Mal fiir das Copyright auf den endgiiltigen Notentext; siehe Jef-
frey Kallberg, Chopin in the Marketplace: Aspects of the International
Music Publishing Industry in the First Half of the Nineteenth Century.
Part I: France and England, in: Notes 39, Nr. 3, 1983, S. 535-569, hier:
S. 546f.

Werke wiirden b
h die Ng&uckl
esingeWbis in
h zu -

Pedalisierung, Dynamik und Artikulation enthalt, die
iber die tibrigen Quellen hinausgehen.’

Am 21. Dezember 1844 bestitigte Chopin Breitkopf &
Hirtel die Ubertragung der Rechte und den Empfang
des Honorars fiir die Berceuse op. 57 und die Sonate
op. 58 (wobei er die Opuszahlen vertauschte).® Da ein
Korrekturlesen der deutschen (wie auch der engli-

schen) Ausgabe nicht vorgesehen war,” te der
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sC erWits sowie F1/F2 bzw. F2

sich (neben den berei

aMen von F wider. Eine Korrektur wie in T. 56 des

5 Beispielsweise 1. Satz, T. 4 b, 19 b, 20 tb, 33, 72-73, 99 b, 141;
2. Satz: T. 22/178 t, 73-74 b (137-138 b), 75-76 b (139-140 b), 92 b;
3. Satz: T. 50—60 b, 98—99; 4. Satz: T. 66 b, 151-152 b, 171 b, 214 b, 242 tb.
6 Kallberg, Chopin in the Marketplace: [...] Part II (s. Anm. 3),
S. 806 und 823f.

7 Abgesehen von dem Korrekturabzug zur frithen Sonate c-Moll
op. 4, den Haslinger an Chopin schickte, erhielt dieser in keinem
Fall Abziige von deutschen Verlagen, so auch nicht von Breitkopf
& Hirtel. Auch an (verdnderten) Nachdrucken deutscher Verlage
hatte Chopin keinen Anteil; vgl. Kallberg, Chopin in the Market-
place: [...] Part II (s. Anm. 3), S. 816f.

8 Vgl. auch Chopins Brief an Auguste Franchomme vom
30. August 1846, in dem er um Korrekturabziige von Brandus bit-
tet und betont, dass er die Stichvorlage fiir Breitkopf besonders
sorgféltig und gut lesbar angefertigt habe, weil er den deutschen
Druck nicht Korrektur lesen werde; Correspondance (s. Anm. 1),
S. 238.

9  Friedrich Chopin’s Werke, hrsg. von Waldemar Bargiel, Johannes
Brahms, August Franchomme u. a., Leipzig (Breitkopf & Hartel)
[1878-1880], Bd. VIII.

10 Vgl. Kallberg, Chopin in the Marketplace: [...] Part II (s. Anm. 3),
S. 817f.

11 Chopin’s First Editions Online (Faculty of Music, University of
Cambridge); Digitalisat »BA11828-0001 (zuletzt aufgerufen 2. Juli
2024).
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Satzschluss holt das in der Reprise fehlende Haupt-
motiv gleichsam nach.

Das Scherzo ist das heiterste, das Chopin je geschrie-
ben hat. Mit der Bezeichnung leggiero ist beinahe alles
gesagt. Der gesangvolle Mittelteil (T. 61-156) bereitet
die ausladende Cantilene des Largo vor. Die wuch-
tige Einleitung dieses Satzes ist geradezu Beethoven-
typischen Zuschnitts:*» Durch die Wiederholung der
letzten Fortissimo-Note des Scherzo (Es = Dis) und die
Modulation zur Grundtonart H-Dur schldgt sie eine
Briicke zum Schluss des zweiten Satzes. Dabei wird
in T. 3 als Ubergangsharmonie der C-Dur-Quartsext-
akkord erreicht. Die gleiche Harmoniefolge erscheint
am Schluss des Largo vor dem Epilog. Nur selten no-
tiert Chopin die Bezeichnung cantabile, hier in T. 4 das
einzige Mal in der Sonate. Der ,wiitende” Einsatz der
Presto-Einleitung zerstort abrupt die elegische Stim-
mung des vorhergehenden Satzendes. Wie aas.’nem
Guss fegt das Finale mit seinem 43 Ti ohn e
brechung dahinfliefenden Thema i
vollen, befreienden H-Dur-Schluss v

(Ac). In welcher
vorlagen zu op. 58
nied® parallel an ihnen ar-
beitete, fer Grundlage der erhaltenen
Quellen nicht verldsslich sagen, ebenso wenig, wes-
halb (Fehler-)Korrekturen in der einen nicht in die tib-
rigen Stichvorlagen Eingang fanden (siehe z. B. 1. Satz,
T. 157 t). Auf einen zeitigeren Abschluss der fiir Breit-
kopf & Haértel bestimmten Stichvorlage mag die auf
dem Titelblatt vermerkte Angabe ,Paris Schlesinger”
deuten: Der Wechsel zu Meissonnier hatte zum Zeit-
punkt des Versands noch nicht stattgefunden.

Als weitere Quellen liegen der in Teilen unfertige

bzw. fehlerhaft gestochene franzdsische Erstdruck (F1)

21 Beethovens 1800/01 entstandene Sonate As-Dur fiir Klavier
op. 26 mit der Marcia funebre sulla morte d'un Eroe als 3. Satz ge-
horte zu den von Chopin bevorzugt unterrichteten Werken; vgl.
auch Kallberg, Chopin’s March (s. Anm. 16), S. 6.

22 Kallberg, Chopin in the Marketplace: [...] Part II (s. Anm. 3), S. 809.

tfe

vor, der von Chopin korrigierte Nachdruck (F2) mit wei-
teren Anderungen, das Exemplar seiner Schiilerin Ca-
mille Dubois (geb. O’'Meara) (F2p) mit einer Reihe von
Bleistifteintragungen u. a. zu Druckfehlern, Dynamik,
Artikulation, Textvarianten, Ausfithrung und Finger-
satzen® sowie das Schiilerexemplar von Jane Stirling
(F2st), das liberwiegend Erganzungen zu Fingersitzen
enthédlt. Hinzu kommen zwei gedruckte Quellen, die
jeweils auf einer autographen Stichvorlage basieren,
aber von Chopin nicht korrigiert wurden: der deut-
sche (G) und der englische Erstdruck (E).
Hauptquelle der vorliegenden Ausgabe is
Chopin selbst Verwendetiko igier ck F2.

t hi

Er spiegelt das chronologis s ndge No-
tat wider, das seine N e e r's Qi hte Form
jedoch als le g durch F2p und
F2s:t. itz drung von Zweifelsfal-
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rajghomme Ne uelle
Die Werkgestalten vO§@ F G hen in
zahllosen Einzeaik can ab, allem in
Arti a , aber auch irl textlichen

PIch festhalten lasst sich fiir Cho-
hate, dass sie in zwei verschiede-
ssungen — Ac (G) und F2 — tiberliefert ist, wobei

E als wesentlich F entsprechend und aufgrund seiner
textlichen Unzulanglichkeit nicht in gleichem Maf3e als
eigenstandige Fassung gewertet werden kann. Beide
Ausformungen der Sonate sind autorisiert und beste-
hen fiir sich. Auffallig ist, dass die Stichvorlage fiir
G hinsichtlich Artikulation, Dynamik und Pedalisie-
rung deutlich priziser notiert ist: bestimmt fiir ein
entfernteres Publikum, dem, anders als in Paris, der
unmittelbare Zugang zu Chopins Spielweise, Idiosyn-
krasien und Klangvorstellung fehlte und deshalb ge-
nauere Informationen benétigte. F (wie auch E) enthalt

23 Zum Beispiel 1. Satz: T. 17 t, 21 b, 23-24/25-26/27—28, 40 b, 161 t,
184 b; 3. Satz: T. 19 t.

24 Vgl. Paul Badura-Skoda, Das Riitsel der h-Moll-Sonate von Cho-
pin op. 58. Neue Betrachtungen zum Notentext, in: Jan Ekier artysta
stulecia: w darze Chopinowi. Ksiega dedykowana Janowi Ekierowi
z okazji jubileuszu stulecia urodzin, hrsg. von Irena Poniatowska,
Warschau 2013, S. 161-170.

25 Zu Chopins Bogensetzung vgl. auch Chopin. Sonatas opp. 35, 8.
National Edition, hrsg. von Jan Ekier, Serie A: Works Published
during Chopin’s Lifetime, Bd. X, Krakéw 2016 (PWM Edition), hier:
Source Commentary, S. 9.



demgegeniiber weit weniger Details zur Ausfithrung,
die damit nicht nur in vielen Aspekten im Verantwor-
tungsbereich des Interpreten liegt, sondern diesem
auch einen grofieren interpretatorischen Spielraum er-
offnet. Der Komponist selbst war bekannt dafiir, seine
Werke bei jeder Auffithrung anders zu interpretieren:
»spielte Chopin ein und dasselbe Stiick zweimal, be-
deutete das, zwei verschiedene Stiicke zu horen”.?
Dieses grundsétzliche Werkverstdandnis diirfte nicht
zuletzt auch von Bedeutung sein fiir die schriftliche
Fixierung von Stichvorlagen fiir verschiedene Adres-
saten.

In der vorliegenden Ausgabe wiedergegebene Pedal-
angaben in Normalgrofie entsprechen der Hauptquelle
F2, die hiervon divergierende Pedalisierung aus Ag
erscheint im Kleinstich (stammt sie aus einer anderen
Quelle, ist dies im Critical Commentary vermerkt). Sie
istin der gleichen Zeile gedruckt, s)f.n sie ezg 3
ist, bei abweichender Notatdaia in
den Zeile. Im Largo wu @
mit Blick auf die zum Te

f die unterschiedliche Hand-
en wurden Phrasierungsbogen
s zur letzten {ibergebundenen Note

S egfenommen bei Einschnitten aneinander-
grenzender Phrasierungsbogen (z.B. Finale, T. 111 t)
und komplexeren Stimmverlaufen (z. B. Scherzo, T. 96—
97 b). Adjektivische Spielanweisungen (legato, sostenuto,
cantabile) werden durchgehend kleingeschrieben. Kurze
Vorschldge sind in den Quellen unterschiedlich no-
tiert (b, N oder &9). Wir folgen der modernen Stich-
regel bzw. Chopins eigener Schreibweise in Ac ( J5).
Editorische Emendationen sowie Ubernahmen aus an-
deren autorisierten Quellen zu Chopins h-Moll-Sonate

26 Oscar Comettant, Frédéric Chopin, in: Le Siecle, 4. November
1849. Jeffrey Kallberg spricht zutreffend von der ,Offenheit”, die
Chopins Kompositionsstil grundlegend charakterisiert; vgl. ders.,
Chopin’s March (s. Anm. 16) und The Chopin Problem: Simultaneous
Variants and Alternative Versions, in: ders., Chopin at the Boundaries.
Sex, History, and Musical Genre, Cambridge, MA 1998, S. 215—228.

VI

als der Hauptquelle sind durch Strichelung oder eckige
Klammern gekennzeichnet. Auf die editorische Ergan-
zung von in der Hauptquelle F2 nicht vorhandenen
Trillerschlangen wurde verzichtet. Stillschweigend er-
ganzt wurden fehlende X-tolen-Ziffern sowie fehlende
Vorzeichen bei Oktavgriffen oder Registerwechseln
und Warnvorzeichen, die keine Verdnderung fiir den
Notentext bedeuten. Eindeutige X-tolen-Bogen wurden
nicht iibernommen. Lesarten und Varianten der in Ag
(G) liberlieferten Fassung der Sonate sowie aus E sind
im Critical Commentary in interpretatorisch relevan-
ten Fallen mitgeteilt, Anmerkun u abweichender
Dynamik dabe‘ vighfach r@llakte zusammen-
fassend. Fingersat s d W den gedruckten
Quellen It & tt, handschriftliche
Zif iil mplaren F2p und F2st kur-

i A iven zusétzlich in runden Klammern),

jtoche Fingersdtze gerade Jai

F2p und F2s: auf dicQ@ej
verteilt sind,

Fingersatze, die in
nd A des Scherzo

freundliche Hilfe bei der Quellenrecherche sowie An-
drea Campora fiir die sorgféltige Durchsicht des No-
tenstichs. Danken mochten wir auch der Fondation
Francis et Mica Salabert (Paris) fiir die grofiziigige

Forderung der Ausgabe. Ein besonderer Dank geht an
Christophe Grabowski, Denis Herlin, Bertrand Jaeger,
Bernard Le Borgne und John Rink sowie vor allem
Hardy Rittner fiir ihre Unterstiitzung und wertvollen
Hinweise zu Notentext und Quellen.

Wien, April 2019
Paul Badura-Skoda

Kassel, Juli 2024
Britta Schilling-Wang



HINWEISE ZUR INTERPRETATION
UND AUFFUHRUNGSPRAXIS

Wie bei allen Werken vergangener Epochen geht es
auch in Chopins Sonate op. 58 um einen stilgeméafien
Vortrag, der auffithrungspraktische Konventionen der
Zeit ebenso beriicksichtigt wie Idiosynkrasien des
Komponisten und interpretatorische Aspekte. Dane-
ben besteht eine lebendige Auffiihrungstradition, die
bei einigen Pianisten, die ich noch in meiner Jugend
gehort habe — Emil von Sauer (1862—1942), Alfred Cortot
(1877-1962) und Raoul (Raul) Koczalski (1885-1948) —,
bis zu Chopin zurtiickreicht.! Von der h-Moll-Sonate
existieren viele Aufnahmen. Als exemplarisch bezeich-
net werden konnen in erster Linie die Interpretationen
Cortots (12. Mai 1931 in London, Small Quegn’'@Hall

Berlin, RIAS Studio I). Koczalski ! 1 -
terricht bei Karol Mikuli (1819-189
kanntesten Schij

Qinu Lipattl (1917-1950) in
(EMI, Abbey R

ate mi‘jorto
Ruba

ch, und esgard
ass das (@letro-

fuf hin, dass er, vor
ich wie Schumann),
wollte. Beispiele hier-
flr sind T offl nur selten befolgten) Metro-
nomisierungen in den Nocturnes bis op. 27 und im
Andante spianato der Grande Polonaise brillante op. 22.
Das Chopin’sche Rubato bezieht sich vor allem auf
eine rhythmische Freiheit der Melodielinie. Georges
Mathias (1826—1910), ein Schiiler Chopins und spater
Professor fiir Klavier am Pariser Conservatoire (1862—
188y), berichtete dazu unter Bezug auf Camille Dubois:
,Chopin [...] forderte oft, dass wahrend der streng im
Takt bleibenden Begleitung der linken Hand die Ge-

1 Es sei auf das grundlegende Werk von Jean-Jacques Eigeldin-
ger hingewiesen: Chopin vu par ses éléves, nouvelle édition mise a
jour, Paris 2006.

2 Carl Mikuli, Vorwort, in: Fr. Chopin’s Pianoforte-Werke. Re-
vidirt und mit Fingersatz versehen (zum gréfiten Theil nach des
Autors Notirungen) von dems., Leipzig: Fr. Kistner & Siegel [1879],
S. III.

sangspartie Freiheit des Ausdrucks habe, einschlieslich
Tempomodifikationen. Das ist ohne Weiteres moglich:
Man ist voraus, man fallt zurtick — die beiden Hande
bewegen sich nicht im gleichen Zeitmaf. Schliefilich
kommt es zum Ausgleich, der alles wieder ins Gleich-
gewicht setzt.”? Die hierbei notwendige rhythmische
Unabhéngigkeit der Hinde, wie sie namentligh von

Jazzpianisten beherrscht Wrd ede § Inter-
preten einige Herausforder P i Cho-
pin rubato zwar nurg i % ositionen
bis zu den M 240K cii®gen berichten je-

K
doch stnm ss das Rubato auch spater
i S@Pmittel seiner, Musik bi e, insbe-

t
onderdgei Kantablen Stellen. egeben
le Ausfithrung des 2 er Jgercelise
op. 57 im Exempl opin fiir

sie Bleisti is chter und linker Hand
Z0
eile et Chopin durch die 4gsun
f as¥Rin langefls , A Iten” C A

.B.in T. 13, 14, 69 un
Quellen Ag, G

14 A ogene Akzenfgabeln;® in
. beiden Quellen eine dynami-
h 77 aber notieren beide eine De-

scBhdo-Gabel. Zwischen tenuto und ritenuto etwa
bewegt sich die von Chopin haufig verwendete Vor-
tragsanweisung sostenuto (,getragen”). Sie bezeichnet
einen besonders singenden Ton (z. B. im 1. Satz, T. 41ff.,
149ff.) und schlieft bei intensiverer Gesanglichkeit zu-
meist auch Agogik mit ein. Zudem impliziert die Ver-
bindung von Crescendo- und Diminuendo-Gabel in
der Klaviermusik des ausgehenden 18. und des 19. Jahr-
hunderts auch eine Tempozunahme mit nachfolgen-
der Verlangsamung.”

3 Eigeldinger, Chopin vu par ses éléves (s. Anm. 1), S. 74 (deutsche
Ubersetzung dieses und der folgenden franzosischen Zitate von
Paul Badura-Skoda).

4  Zum Rubato bei Chopin vgl. ausfiihrlich ebd., S. 161-163, Fuf3-
note 116—118.

5  Chopin. Berceuse pour le Piano op. 57, hrsg. von Britta Schilling-
Wang, Fingersatz und Hinweise zur Auffithrungspraxis von Hardy
Rittner, Kassel u. a.: Barenreiter 2022 (BA 11830), S. VI.

6 Zu Chopins Notation und Ausfiihrung von (ldnger) ausgezo-
genen Akzentgabeln (,accent agogique”) siehe ausfiihrlich Eigel-
dinger, Chopin vu par ses éléves (s. Anm. 1), S. 193.

7 Vgl auch die Erklarung Fanny Mendelssohn Bartholdys im
Manuskript ihres Klavierstiicks Allegro ma non troppo f-Moll: , Fiir
accelerando u. ritardando stehn die Zeichen ———=—."; 62 Musik-
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Ausflihrung nicht aber

Notenbeispiel 5

Pralltriller Sie beginnen bei Chopin auf der Haupt-
note und sind auf dem Schlag auszufiihren. Der erste
Satz enthalt ein solches Ornament in T. 139 sowie das
Scherzo in T. 32 und 188 in der Fassung des deutschen
Erstdrucks (A, G; siehe Notenbeispiel 5).

Dynamik und Klanggestaltung
Bei dem lang ausgesponnenen Seitenthema des ersten
Satzes ist ein dynamisch reich abgestuftes Sa.abile
unerlasslich. Keiner der grofsen Chopig i

en Hand, die gleich-
{len h@ Die
1, 43, L, irXen”
ingen Wl

hnoten gar nicht

. fuck einer stindigen
Steigh iibe im Piano) entsteht
durch die™®
gleitung, zuerst Quartolen, dann gegen Schluss Sech-
zehntel. Dabei bleibt das Grundtempo aber gleich. Zur

Pmeneinsatz beschleunigte Be-

Darstellung der dynamischen Entwicklung im Noten-
text reichen unsere {iblichen Symbole nicht aus. Was
sind schon sieben oder acht Zeichen fiir einen Tonbe-
reich von 1-100 Dezibel! Das bedeutet, dass nicht je-
des Piano gleich leise und jedes Forte gleich stark ist.
Vielmehr werden (abgesehen von T. 8, in dem das an-
fangliche Crescendo seinen Hohepunkt erreicht) die
dynamischen Bereiche f, ff am Beginn weniger stark
ausfallen als am Schluss. Es scheint, dass Chopin selbst
in Richtung dieser Steigerung gedacht hat: Anstelle
des ersten ff (T. 52, Ag, G) gibt der franzosische Erst-
druck (F) nur £ an, im englischen Erstdruck (E) fehlt
eine dynamische Angabe ganz. Erst in T. 143 schrei-

ben alle Quellen ff vor. Ahnlich verhilt es sich mit
dem dritten Thema: Das leggiero (= p) des ersten Ein-
satzes in T. 76 fehlt in der Wiederkehr T. 16"F und

E, was vielleicht Absicht st
y ANl 2019
e ‘a ra-Skoda
“ egato und Cantilene
aufig@irft Chopins Noten poe ichtlich
VAL, | P s thagischen

ondauern und damj
JIl eine aus der

der Sonate stehen mag, sodass man Chopins
Notentext lediglich getreu zu folgen brauche. Mit Blick
auf das zu Beginn nur latent mehrstimmig erschei-
nende Hauptthema im Finale (ab T. 9) erweist sich
diese Vermutung jedoch rasch als unschliissig. Rea-
lisiert man ndmlich dort Chopins Notation wortlich,
d. h. einschliefllich des Verzichts auf das rechte Pedal,
erklingt die Cantilene h—fis—g—ais—h etc. trocken und
unverbunden, was Chopins Gesanglichkeitsideal dia-
metral entgegenstehen wiirde. Insofern liegt es nahe,
hier von Uberlegato auszugehen und/oder von einem
selbstevidenten rechten Pedal. Dass Chopins Schreib-
weise zu Beginn noch nicht manifest mehrstimmig
ausfallt (vgl. etwa T. 100ff), konnte, so ldsst sich spe-
kulieren, damit zusammenhéngen, dass — anders als
an spateren Stellen — hier noch keine emphatische
Hervorhebung gemeint ist (siehe oben, Prinzip des
Crescendo-Satzes).

10 Siehe Hardy Rittner, Die vergessene Cantilene. Frédéric Chopins

missverstandene Virtuositit. Grundlagen der Auffiihrungspraxis, Kas-
sel u. a.: Barenreiter 2022, S. 11-27.
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Notenbeispiel 7

Die schnellen Achtel

Eindruck eines reinen ,, pianis-

lisiert durch ein ebenmafiiges Spiel.

ind derartige Stimmungsbilder

, ob Klin ths u
erausleseiiin
bn ,,Moti (& -
s etwas unbedigft Chopin-
ommt die Lesart wie in No-
aulicht in Betracht.”®
der Geschmacksfrage einer wie
dosierten (zarten) Hervorhebung der la-
tenten Oberstimmentone g'—f’-es' gemafl Notenbei-
spiel 7 diirfte die Ausfithrung besagter Téne hochst-
wahrscheinlich im Uberlegato erfolgen. Das ergibt
sich aus der hohen Geschwindigkeit der Achtelnoten,
die horpsychologisch dazu fiithrt, dass die Tonfolge

11 Vgl. Raoul Koczalski, Frederic Chopin: Betrachtungen, Skizzen,
Analysen, Kéln-Bayenthal 1936, S. 111.

12 Ebd,; vgl. auch ebd., S. 199, wo Koczalski von der melodischen
Schonheit der Passagen spricht.

13 Fr. Chopin. Oeuvres complétes, revues, doigtées et soigneuse-
ment corrigées d’apres les éditions de Paris, Londres, Bruxelles et
Leipsic par Charles Klindworth. Seule édition authentique, 3 Bde.
in 14 Teilen, Berlin: Bote & Bock [1880], hier: Bd. 2, S. 312.

14 Wilhelm von Lenz, Uebersichtliche Beurtheilung der Pianoforte-
Compositionen von Chopin, als Prodromus eines kritischen Katalogs seiner
simmtlichen Werke, in: Neue Berliner Musikzeitung 26, 1872, S. 282.
15 Vgl. Rittner, Die vergessene Cantilene (s. Anm. 10), S. 127.
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1 enommen wird.
keit legato klingen, so is

g'—fl-es' als z m
Y x@ nur durch Uberleg e
uch u a

egnet regelmalsig
jns ANlaben so selten ernst

D

iese Krilik bezieht sich insbe-
die oft reflexartig vorgenommene pau-
jalisierung von in der Quelle unbezeichne-
ten Stellen, da die auffiihrungspraktische Forschung
davon ausgeht, dass Chopin ein Nebeneinander aus
pedalisierten und unpedalisierten Klangen intendier-
te.”” So plausibel diese Pramisse einerseits scheint, so
schwierig gestaltet sich andererseits deren Umsetzung
in der Praxis, denn abgesehen von variablen und wir-
kungsreichen Faktoren wie Instrument, Raumgrofse
und Akustik ist offensichtlich, dass fehlende Pedal-
indikationen mitnichten einen Verzicht auf das rechte
Pedal bedeuten miissen. Nicht zuletzt {iber ldngere
Abschnitte hinweg wirkt das radikale Weglassen des
rechten Pedals oft befremdlich — alternative Deutun-
gen wie etwa die Annahme von simile’® oder eines
stillschweigend vorausgesetzten Pedals, das sich an

16 Siehe etwa Martin Sehested Hansen, Brilliant pedalling. The
pedalling of the style brillant and its influence upon the early works of
Chopin, Osnabriick 2016, S. 1ff.

17 Ebd, S. 7.

18 Vgl. z. B. die Préludes op. 28 Nr. 8, T. 5-21, und Nr. 17, T. 11-17
sowie T. 36—42.
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Notenbeispiel 9

wechselnden Harmonien orientiert," bieten sich nicht
selten als schliissiger an.

Die Frage nach der angemessenen Verwendung des
rechten Pedals stellt sich u. a. im Mittelteil des Scherzo,
wo Chopin zwar legato, aber kein Pedal vorschreibt. Be-
deutet das tatsachlich, dass man (weitestgehend) ohne
Pedal auskommen soll? Wenn dem so ware, fithrte
das zwangsldufig zur Konsequenz hochkomplizierter
Fingersatze, wie hier exemplarisch dargestel]‘(S‘zerzo
T. 109—112):

e vergleichsweise
ne wortliche Lesart

nah ein pedalloses Legato

in T. g1f. , das mit dem Fingersatz wie
in Notenbeispiel g9 vorgeschlagen auch perfekt reali-
siert werden konnte. Chopin indes wahlt einen ande-

ren Weg:

1
1D hH T
h [V I
g'%vg
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Notenbeispiel 10

19 Vgl. Maurice Hinson, Pedaltechnik bei Klavierwerken von Chopin,
in: Joseph Banowetz, Pedaltechnik fiir Pianisten. Ein Handbuch,
aus dem Englischen von Birgit Irgang, Mainz u. a. 2008, S. 204—224,
hier: S. 212.
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Zugunsten eines volltdnenden Gesanges priorisiert er
mit der permanenten Verwendung des Daumens einen
starken Finger und vernachléssigt dafiir das Figgerle-

91) als

gato, welches sowohl zwjschgh d’ /

auch zwischen g und f (T. st@araus

leitet sich nun min S NULilfS ab, wenn

nicht — im Si e ic langbildes — so-
a

i
reed Erkenntnis scheint von er-

e: Ich sehe darin ein gr egendes
ageler dalge-
tlicly exakt

N4

ben nicht not-

\6

Einsicht auf den Mitteltej
¥oten Takten 91 und 92 i

efle einmal, dass Chopin klanglich oft nur andeu-
ten wiirde, der Zuhorer miisse das (Klang-)Bild selbst
vollenden.? Nicht selten hat es den Anschein, als trife
dies auch auf Chopins Notationsweise einschliefilich
der Pedalangaben zu — mit dem Nachteil zahlreicher
Unklarheiten. Demgegentiber steht allerdings der Vor-
teil der Offenheit fiir viele kreative interpretatorische
Moglichkeiten, denen nachzuspiiren und die auszulo-
ten sich nur lohnen kann.

Freiburg i. Br.,, Juli 2024
Hardy Rittner

20 Wilhelm von Lenz, Die grofien Pianoforte-Virtuosen unserer Zeit
aus personlicher Bekanntschaft. Liszt — Chopin — Tausig — Henselt, Re-
print der Originalausgabe von 1872, Diisseldorf 2000, S. 39.
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de F. Une correction, comme celle de F2, premier
mouvement, mes. 56, suggere un lien étroit entre la
copie autographe [AE] servant de modele de gravure
pour E, aujourd’hui disparue, et [Af], celle pour F1
également disparue. Jusquau début des années 1840
les épreuves corrigées de la premiere édition francaise
servaient souvent de base a la premiere édition an-
glaise des ceuvres de Chopin, raison pour laquelle les
éditions Wessel comportent des lecons absentes dans la
premiére édition allemande correspondante.’? Devant
ces considérations, les éditions de Wessel prennent
une importance non négligeable. Toutefois, E se dis-
tingue parfois significativement de F1 ou de sa deu-
xiéme édition revue et corrigée F2, cette fois-ci en ac-
cord avec Ag (G), sur des détails concernant la dyna-
mique, le phrasé et les altérations”. En outre, E pré-
sente des lecons pareillement éloignées de Ac (G)
et de F (par exemple, 1°" mouv.,, mes. 7672 4 80 ;
4° mouv., mes. 186 b). Il est frappant nst u

dans tous les mouvements, des liai

tenues dans les autres sources son
dans E. Le 22 ayri

rat a Ch¥min,
t55,

opin ac-
convenu,

privé, qui se
fland Chopin inter-

12
note en'™ 7566.

13 Des lectur® se®iues dans F1/F2 ou d’autres s’y ajou-
tant par rapport a E, Ac (G), entre autres dans le 1° mouvement,
mes. 35, 64-65, 92—93 t, 152, 188 t ; 2° mouvement, mes. 107-108 ;
3° mouvement, mes. 2-3 t, 91 t, 92-93, 95-96 b, 115-118 ; 4° mouve-
ment, mes. 76—90 b, 126—127 t, 152, 155, 217/219/221, 240 b, 276 b.

14 Voir Christophe Grabowski et John Rink, Annotated Catalogue of
Chopin’s First Editions, Cambridge, 2010 ; version revue et augmen-
tée, en ligne, AC online r*BA11828-0002 (consulté le 2 juillet 2024).
15 Voir Kallberg, « Chopin in the Marketplace [...] Part I » (voir
note en bas de page 4), p. 554. Le contrat et le regu sont reproduits
dans Kallberg, The Chopin Sources : Variants and Versions in Later Ma-
nuscripts and Printed Editions, University of Chicago, 1982, p. [367].

arketplace [...] Part I » (voir

16 Cf. aussi au sujet de la Marche de la Sonate en sih mineur op. 35.
D’apres une lettre a Solange Clésigner (1828-1899), fille de George
Sand, envoyée le 9 septembre 1848 depuis I'Ecosse, Chopin dit
avoir joué la Sonate en sib mineur dans un cercle d’amis anglais
et, dés le début de ce mouvement, observé des dmes maudites
monter du piano entrouvert, les mémes qu’il avait vu a la Char-
treuse [de Valldemosa a Majorque]. Voir Bernard Gavoty, Frédéric
Chopin, Paris, 1974, p. 299—300. L'authenticité de cette lettre, dont
Gavoty prétend avoir possédé l'original introuvable a ce jour, est

€ ]
% originale et qui ne
? — Chopin a longtegadg

crer a nouveau
O

prétait le Largo devant Marie Roubaud de Cournand,
son éleve durant 'hiver 1847-1848 et qui avait travaillé
l'opus 58 avec lui, celle-ci fut émue jusquaux larmes'.

La Sonate est dédiée a la comtesse Elise de Perthuis
(1800-1880), une éleve de Chopin. Elle était 'épouse
du comte Léon-Amable de Perthuis (1795-1877), aide-
de-camp du roi Louis-Philippe I°" (1830-1848) et égale-
ment pianiste se produisant dans les salons parisiens.
Les Quatre Mazurkas op. 24 (1834-1836) lui sont dé-
diées. C’est encore le comte de Perthuis qui ouvrit a
Chopin les salles de concerts parisiennes, de Pleyel

giet

mineur op. 4 (1827-1828) —

entre autres'®.

Mise a Wna
e axnité dans

dont il refysait la p

aquelle Chopin avait r

A

gnement au piagg

alfé relative) d’'une introduction tourmentée et de
longueur exceptionelle, dans un ré mineur inquiet.
Lécriture contrapuntique combine des éléments des
deux themes principaux et de I'épilogue ; seulement

contestable. Pour plus de détails, voir Jeffrey Kallberg, « Chopin’s
March, Chopin’s Death », dans 19th-Century Music 25, n°. 1, 2001,
p. 3—26, ici : p. 22 sq., voir notes en bas de page 59 et 60 ; Ewelina
Boczkowska, « Chopin’s Ghosts », dans 19th-Century Music 35, n° 3,
2012, P. 204—223, ici : p. 205.

17 Edouard Ganche, Dans le souvenir de Frédéric Chopin, Paris,
1925, p. 85 ; voir aussi Jean-Jacques Eigeldinger, Chopin vu par ses
éléves, nouvelle édition mise a jour, Paris, 2006, p. 89.

18 Voir Bertrand Jaeger, L'eeuvre de Frédéric Chopin. Manuscrits —
Partitions annotées — Bibliographies et Catalogue d'une collection d'édi-
tions anciennes, Publikationen der Schweizerischen Musikforschen-
den Gesellschaft I1/60, Berne, etc., 2020, p. 250, 496.

19 En été 1841 Chopin recevait des épreuves de Haslinger, qu’il
omit de lui renvoyer car il avait I'intention de réviser la Sonate.
Pourtant l'ceuvre parut a Vienne, chez Haslinger, en 1851, d’apres
l'autographe de Chopin. Voir les lettres de Chopin a Julien Fontana
du 12 septembre 1841 et a la famille du 1*" aotit 1845 ; Correspon-
dance (voir note en bas de page 1), p. 72 et 212-213.

20 Esquisse autographe. Collection particuliére Mrs. Daniel Drach-
man, Stevenson, MD ; microfilm US-Wc ; voir Eigeldinger, Chopin
vu par ses éleves (voir note en bas de page 17), p. 151, note en bas
de page 92.
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a la fin du mouvement réapparait le motif principal
absent de la réexposition.

Le Scherzo est ce que Chopin ait jamais composée
de plus joyeux. L'indication leggiero dit déja tout I'essen-
tiel. La partie intermédiaire tres chantante (mes. 61—156)
prépare la cantilene étendue du Largo. La puissante
introduction de ce mouvement reflete I'inspiration de
Beethoven? : par la répétition de la derniére note for-
tissimo du Scherzo (mib = ré) et par la modulation vers
la tonalité principale si majeur, elle fait le lien avec la
fin du Scherzo. A la mesure 3, un accord de quarte-et-
sixte en do majeur sert de transition harmonique. Le
méme enchainement harmonique se présente a la fin
du Largo, juste avant 'épilogue. Chopin ne note que
rarement l'indication cantabile : ici, en mes. 4, 'unique
fois dans toute la Sonate. Lentrée « furieuse » de l'in-
troduction presto met brusquement fin a 'atmosphere

élégiaque du mouvement précédeli @is le FEa

son theme qui s’écoule sapssinters N\ JT
E, Verggiie §ncl
S on seule-

sures, avance, d'une seu @
¥ d’accompagnement

dans un si majeur puissa
e_mouvement des

du theme principa

parvenu pour la Sonate op. 58 :
Breitkopf & Hartel (Ac). Les
#disposons ne nous permettent pas
Precision dans quel ordre Chopin a réalisé
ces trois copies de l'op. 58, ou s'il y a travaillé simulta-
nément, non plus pourquoi des corrections (d’erreurs)
de l'une n‘ont pas été reprises dans l'autre (voir par
exemple 1°" mouv., mes. 157 t). Une inscription sur la
page de titre de la copie autographe destinée a Breit-
kopf & Hartel — « Paris Schlesinger » — laisse a penser
qu'elle a été terminée plus rapidement : au moment
de son envoi, le changement d’éditeur en faveur de
Meissonnier n‘avait pas encore eu lieu.

21 La Sonate pour piano en lah majeur op. 26 de Beethoven, écrite
en 1800-1801, dont le troisieme mouvement, la Marcia funebre sulla
morte d'un Eroe, figurait parmi les ceuvres préférées de Chopin
pour son enseignement ; voir aussi Kallberg, « Chopin’s March »
(voir note en bas de page 16), p. 6.

22 Kallberg, « Chopin in the Marketplace: [...] Part IT » (voir note
en bas de page 3), p. 809.

X1V

Les autres sources disponibles sont, la premieére
édition francaise, inachevée et fautive (F1) ; la réim-
pression corrigée par Chopin et comportant d’autres
variantes (F2) ; l'exemplaire de son éleve Camille Du-
bois (née O’'Meara) (F2p) avec un certain nombre de
mentions au crayon concernant des coquilles, la dyna-
mique, les articulations, des variantes textuelles, l'exé-
cution et le doigté? ; ainsi que l'exemplaire de son éleve
Jane Stirling (F2st) qui comporte majoritairement des
indications de doigté. A cela sajoutent deux sources
imprimées, chacune basée sur une belle copie auto-
graphe mais non corrigée par C

e

in : la premiere

).
édition est F2, la
r Chopin. Chronolo-

édition allemaWe ) et a i

La source pringi e e
réimpressigiggce Wie cQROrT VR

i el@te te dans sa version premiere
aigon e définitive a été fixée en dernier®,
¢é par F2p et F2st. Afin éterminer et de ré-
soudre des points lil{gi
contradictions gig

rs de gravure, des

rag$ ou articulations,

7

t par négligence dans 1

A G, ainsi que les source
PNAre annotf@d’Au e Fra
pour la prem§@re ns le .
Legg s Wt e dis@lguent entre elles par
it esgiétails, principdlement par les articu-
a dynamique, mais aussi par des variantes
D'une maniére générale il est a constater
que la troisieme Sonate de Chopin existe en deux ver-
sions différentes — Ac (G) et F2 —; E, qui correspond
essentiellement au texte de F, et en raison de son in-

certitude textuelle, ne peut pas étre regardée au méme
titre comme une version autonome équivalente. Les
deux formes de la Sonate sont autorisées et existent en
tant que telles. En outre, un détail frappant a mention-
ner est que le modeéle de gravure pour G est nettement
plus précis sur les articulations, la dynamique et la pé-
dale : la notation s’adressait a un public plus éloigné,
lequel, contrairement au public parisien, n‘avait pas
immédiatement accés au jeu pianistique de Chopin,

23 Par exemple 1 mouvement, mes. 17 t, 21 b, 23-24/25-26/27-28,
40 b, 161 t, 184 b ; 3°* mouvement, mes. 19 t.

24 Voir Paul Badura-Skoda, « Das Ratsel der h-Moll-Sonate von
Chopin op. 58. Neue Betrachtungen zum Notentext » dans Jan
Ekier artysta stulecia: w darze Chopinowi. Ksiega dedykowana Janowi
Ekierowi z okazji jubileuszu stulecia urodzin, éditée par Irena Ponia-
towska, Varsovie, 2013, p. 161-170.

25 Au sujet des liaisons de phrasé chez Chopin, voir aussi Chopin.
Sonatas opp. 35, 58. National Edition, éditée par Jan Ekier, série A :
Works Published during Chopin’s Lifetime, vol. X, Crakovie (PWM
Edition), 2016, « Source Commentary », p. 9.



son idiosyncrasie et sa conception particuliere du son
et, de ce fait, avait besoin d'informations plus détail-
lées. Par opposition, F (tout comme E) contient beau-
coup moins d’informations pour l'exécution laquelle
releve a plusieurs égards de la responsabilité de I'inter-
prete et lui permet en méme temps une plus grande li-
berté artistique. Le compositeur lui-méme était connu
pour ne jamais jouer ses ceuvres de la méme maniere :
« entendre le méme morceau joué deux fois par Cho-
pin, c’était [...] entendre deux morceaux différens »*.
Cette conception fondamentale de I'ceuvre ne semble
pas sans importance pour l'établissement de modeles
de gravure pour différents destinataires.

Dans la présente édition, les indications de pédale
issue de la source principale F2 sont représentées en
taille normale, la pédalisation divergente issue de Ag,
en taille réduite (si elle provient d'une autre source,
elle fait I'objet d'un signalement dans les

goport a F2.

ipale (orientation
uriitiong@es a
respefiee alRRlus
ait p S

une main par
Hans l'aut

groupe(@ointé,

_ prolongation, excepté entre deux
liaisons contigués (par exemple Finale, mes. 111 t) et
lors de textures plus complexes (par exemple Scherzo,
mes. 96—97 b). Les adjectifs d’indications de jeu (legato,
sostenuto, cantabile) sont systématiquement écrits en
minuscules. Les appoggiatures breves sont notées de
maniere différente dans les sources (o), ﬁ ou ). Ici
encore, nous suivons les régles de gravure modernes
correspondant a la notation de Chopin dans Ag (a}S ).

26 Oscar Comettant, « Frédéric Chopin », dans Le Siécle, 4 no-
vembre 1849. Jeffrey Kallberg parle a juste titre de I'« indétermi-
nisme » (« openness »), qui caractérise fondamentalement le style
de composition de Chopin ; voir Kallberg, « Chopin’s March » (voir
note en bas de page 16) et « The Chopin Problem : Simultaneous
Variants and Alternative Versions », dans Kallberg, Chopin at the
Boundaries. Sex, History, and Musical Genre, Cambridge, MA, 1998,
p- 215—228.

Les interventions éditoriales ainsi que l'intégration
d’informations a partir dautres sources autorisées
que la source principale de la Sonate en si mineur de
Chopin, sont signalées par des pointillés ou des cro-
chets carrés. Nous avons renoncé a l'ajout éditorial
des traits d’extension de trilles absentes dans la source
principale F2 ; sont ajoutés sans commentaire, le chif-
frage manquant des n-olets ainsi que les altérations
dans les octaves plaquées et dans les changements de
registres, ou encore les altérations de précaution qui
sont sans effet pour le texte. Les petits arcs de n-olets

clairement identifiés comme tels n‘ont pas inté-

grés. Les lecons et VariarWs rtine oWl l'inter-
prétation de la version tra * ) celles
présentes dans E f bR dWn s ent dans
les Notes critigh§#es u i regardent des
Tiltes @
. ig

nt souvent plusieurs me-

de Ac et cgux des s s impri-
indiqués en gras, lefaj its des
n ita-

ne seul oisé pa

plaires des éleves dg
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Parlons ici d'une fréquente imprécision rythmique.
Dans le motif caractéristique en triolets du premier
mouvement (mes. 58, 129—130) la pre-

3 3
miére note est souvent raccourcie, si bien qu'on a I'im-

pression d'un rythme de « tango » : Jooedde..
EL SEC L

Pourtant la premiere note devrait étre plutot allongée.

Ornements
Le traitement des ornements par Chopin repose sur
la tradition de la fin du XVIII® siecle, telle quelle a
été synthétisée par Daniel Gottlob Tiirk®. Grace aux
annotations manuscrites des partitions de ses éleves,
nous savons comment Chopin souhaitait 'exécution
de ses ornements.

Appoggiatures Chopin demandait que I'%mgia—

ture, qu'elle soit d'une ou de plusieuzssagtes, sqmisc¢

néralement exécutée sur le temps, ¢ red n

non anticipée’. Laccent dynamique i r

e gui suit. Chopin le

par des traits au crayon,
48 (n° 1, mes. 19—2

Exemple 2

dans la Berceuse op. 57 (mes. 31) ou dans le Concerto pour
piano en fa mineur op. 21, mes. 7, a chaque fois dans
les exemplaires de Camille Dubois. Chopin demandait
le méme procédé pour les accords arpégés, comme

turbesitz, cote : MA Ms. 35, p. 42; version numérisée : r*BA11828-
0003 (consulté le 2 juillet 2024).

8 Daniel Gottlob Tiirk, Klavierschule, oder Anweisung zum Kla-
vierspielen fiir Lehrer und Lernende, mit kritischen Anmerkungen, Leip-
zig et Halle, 1789, 21802.

9 Cf. ibid., 1789, p. 220-230 ou 21802, p. 250—262.

on le voit dans F2p, premier mouvement, mes. 17, ol
il ajoute au crayon un signe d’arpege et un trait reliant
l'appoggiature a la note la plus grave (cf. aussi mes.
135 ou, dans la méme source, un trait au crayon relie
la note la plus grave de l'accord a l'appoggiature ;
mes. 136 de la source Ag ; et mes. 177 dans toutes
les sources, sauf dans G ou le signe d’arpege a été
oublié ; seulement dans E, l'arpege commence sur le
fag! de la main gauche mais se dirige directement vers
la note principale ré4’).

Trilles Chez Chopin, les trilles commencent tgujours

sur la note secondaire suwfri F ccglion, les
trilles en début de morceau d n\@phrase

W Nk m ec doigté
dgOu ; prélude en dog
ebut du trille est entiere-

mine 8
t¢ Nka en lab majeyr op. 42, . 1, avec
oigté 4 » dans l'exempl de Deaprés

(voir étude en fa maj
« 1 3 » dans

S une
es (nocturne en

mple 3

Lorsque Chopin souhaite commencer le trille sur la
note principale, il note devant celle-ci une appoggia-
ture de la méme hauteur, par exemple premier mou-
vement, mes. 52 et 160 (avec, a chaque fois, une ap-
poggiature ajoutée au crayon dans l'exemplaire F2p,
mes. 160 également dans Ag, G ; voir aussi exemple 3).

Le premier mouvement, mes. 55, montre le cas d'un
trille commencé par la note secondaire inférieure, pré-
cédé d’'une appoggiature ascendante :

0 &
A2

Iy ¥ T T
I

exécution

Exemple 4
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Mordants Chez Chopin les mordants commencent
sur la note principale et sur le temps. Le premier mou-
vement, mes. 139, contient un tel ornement, ainsi que
le Scherzo, mes. 32 et 188, dans la version de I'édition
originale allemande (Ag, G ; voir exemple 5).

Dynamique et gestion sonore

Le second theme tres développé du premier mouve-

ment réclame un cantabile riche.e. nuan se
miques. Aucun des grandsiaderpr e QopREtels
que Koczalski, Cortot, ubi1 87—

ou Vladimir Horowitz (19 , 1ad mélodie
doucement, mais au moin ec un appui fort de
Wy le clavier. Mais le secret du « s

s ]la main gauche, t 14fole

htion invariabl une sage
effet d'une montée continue
piano intercalés) est causé par
#Ccompagnement, relancée a chaque
: quartolets, puis vers la fin, doubles
croches. Le tempo reste toujours le méme. L'évolution
dynamique de ce mouvement dépasse les possibilités
de nos symboles habituels. Autant traduire, par sept
ou huit signes, un éventail de 1 a 100 décibels ! Cela
signifie que tous les piano ne sont pas a jouer indiffé-
remment doux, ni tous les forte indifféremment forts.
Au contraire (et a 'exception de la mesure 8, sommet
du crescendo initial), les f et ff seront moins forts au
début qu’a la fin. Il semble que Chopin ait prévu lui-
méme une telle amplification : au lieu du premier ff
(mes. 52, Ag, G), la premiere édition francaise (F) n'in-
dique que f ; la premiére édition anglaise (E) omet
toute indication. C’est a la mesure 143 que toutes les
sources prescrivent ff. Situation semblable pour le troi-
sieme théme : dans F et dans E, la mention leggiero
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L

et non

(= p) de la premiere entrée (mes. 76) disparait a la re-
prise (mes. 167) ce qui est peut-étre volontaire.

P Vienne, avril 2019
e ul Badura-Skoda
< cantiléne
u Nt original de Chopin souléve des ques-
s

r la durée des notes etgalys généralement sur
antilene!. Faut-il

le” principe esthéti
suggérer voire e non expressé-

du contexte et évidente ?

texte de la Sonate qu'il suffirait de
Plus pres. Mais compte tenu du Finale ou le
cipal n‘apparait au début que par polypho-
nie latente (mes. 9 sqq), cette hypothese savere rapi-
dement hasardeuse. Car, en exécutant littéralement le
texte de Chopin, c’est-a-dire en renongant également a
la pédale de droite, la cantiléne si—fag—sol-lag—si sonne
creuse et désarticulée, a l'exact opposé de I'idéal chan-
tant de Chopin. Il parait normal de faire appel ici au
superlegato et/ou a un emploi évident de la pédale de
droite. Le fait que Chopin n’adopte pas en début du
mouvement une écriture explicitement polyphonique
(cf. mes. 100 sqq) peut signifier, pourrait-on spéculer,
qu’il ne souhaite pas encore de mise en relief empha-
tique ici, contrairement a plus loin (voir plus haut, le
principe de mouvement en crescendo).

Dans le Scherzo, les traits de croches rapides donnent
I'impression d’étre un simple « tableau d’ambiance »
(« Stimmungsbild" »), réalisé grace a un jeu pianis-

10 Voir Hardy Rittner, Die vergessene Cantilene. Frédéric Chopins
missverstandene Virtuositit. Grundlagen der Auffiihrungspraxis, Kas-
sel (Barenreiter), 2022, p. 11-27.

11 Cf. Raoul Koczalski, Frederic Chopin: Betrachtungen, Skizzen, Ana-
lysen, Cologne-Bayenthal, 1936, p. 111.
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P o
tique parfaitement égal. Mais, selo ski, Is 0
tableaux sont peu probables chez Q it e aucoup se de-
plutdt de suggérer ou tracer finemerd ignes ca- onS de Chopin sont si

(1830-1916),
tion comme illustré

P gotit, pour
de la mélodi

su-
On l'exemple 7, 'exé-

cutid g vraisemblablement un

superlegat® Phséquence de la grande rapi-

dité des croches, qui font percevoir psychologique-
ment la suite sol’fa’~mih> comme un ensemble. Si cet
ensemble doit sonner legato, cela ne peut étre obtenu
que par un superlegato.

12 Ibid. ; cf. également ibid., p. 199, ou Koczalski parle de la beauté
mélodique des passages.

13 Fr. Chopin. Oeuvres complétes, revues, doigtées et soigneuse-
ment corrigées d’apres les éditions de Paris, Londres, Bruxelles et
Leipsic par Charles Klindworth. Seule édition authentique, 3 tomes
en 14 parties, Berlin (Bote & Bock), [1880], ici : t. 2, p. 312.

14 Wilhelm von Lenz, « Uebersichtliche Beurtheilung der Piano-
forte-Compositionen von Chopin, als Prodromus eines kritischen
Katalogs seiner simmtlichen Werke », Neue Berliner Musikzeitung
26 (1872), p. 282.

15 Cf. Rittner, Die vergessene Cantilene (voir note en bas de page 10),
p- 127.

\

¢ I'instrument lui-méme, ou la taille et les pro-
priétés acoustiques de la salle, il est évident que l'ab-
sence d’'indications de pédale ne signifie pas du tout
son abandon pur et simple. Lomission radicale de la
pédale de droite, notamment sur de longs passages,
parait le plus de fois étrange. Des hypotheses alter-
natives, telles que supposer la présence d'un simile'®
ou bien un emploi évident de la pédale qui s'oriente
au changement des harmonies'®, seront souvent plus
probantes.

La question du bon emploi de la pédale de droite
se pose entre autres pour la partie intermédiaire du
Scherzo, ou Chopin prescrit legato, sans autre indica-

16 Voir entre autres Martin Sehested Hansen, Brilliant pedalling.
The pedalling of the style brillant and its influence upon the early works
of Chopin, Osnabriick, 2016, p. 1 sqq.

17 Ibid., p. 7.

18 Cf. par exemple, préludes op. 28 n° 8, mes. 5-21, et n° 17,
mes. 11-17 et 36—42.

19 Cf. Maurice Hinson, « Pedaling the Piano Works of Chopin »,
Joseph Banowetz, The Pianist’s Guide to Pedaling, Bloomington, IN,

1985, p. 179-198, ici : p. 187.
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PREFACE

GENESIS

Chopin composed his third piano sonata in 1844,
mainly during his stay from late May to the end of
November at George Sand’s country estate in Nohant.
On 22 October, he wrote to his student Marie de Ro-
ziéres, requesting that she ask Auguste Franchomme,
a cellist and composer to whom Chopin had close
ties, whether he had received the manuscripts for
Leo.! The Hamburg-born patron and banker Auguste
(August) Leo, a friend of Chopin’s, corresponded with
the London publisher Wessel on the composer’s be-
half. Chopin told Maurice Schlesinger that the sonata
and the “variantes” (i.e. the Berceuse op. 57) Ke' now.
ready for him and mentioned the ed O
5 January 1845, Schlesinger announ is R et
Gazette musicale (p. 6), that Chopin

and had brough

ith him a new ,, sonate et

t works that would soon
printing was  still

ier, whe e
1845, pailllel to
s.> The

ed by Chopin (F2)*

ew variants concerning

1 Correspondance de Frédéric Chopin, ed. Bronislas Edouard Sydow,
Suzanne Chenaye, and Denise Chenaye (Paris, 1953-1960), vol. 3,
p- 174.

2 Undated; [early or mid-December] 1844; ibid., p. 187.

3  For detailed information see Jeffrey Kallberg: “Chopin in the
Marketplace: Aspects of the International Music Publishing In-
dustry in the First Half of the Nineteenth Century. Part II: The
German-Speaking States,” Notes 39, No. 4 (1983), pp. 795-824, here:
p. 817.

4  The printing of the Nocturnes op. 37 proceeded in a similar man-
ner: in order to secure the copyright for France, Chopin’s publisher
Troupenas delivered an unfinished engraved depositary copy for
registration (dépédt 1égal) in June 1840, only to submit the final cor-
rected print a second time just one month later, this time for the
copyright on the final musical text; see Jeffrey Kallberg: “Chopin
in the Marketplace: Aspects of the International Music Publishing
Industry in the First Half of the Nineteenth Century. Part I: France
and England,” Notes 39, No. 3 (1983), pp. 535-569, here: pp. 546f.

pitches, performance instructions, pedaling, dynam-
ics and articulation that go beyond the other sources.

On 21 December 1844, Chopin confirmed the trans-
fer of rights and receipt of payment for the Berceuse
op. 57 and the Sonata op. 58 to Breitkopf & Hartel
(confusing the opus numbers).® Since no proofread-
ing of the German (nor of the English) edition was

planned,” the composer sent a particularly *n fair

copy (Ac) to Leipzig.® Th'?se d as source
of most later editions, inc dition

published by Breit a z1g pub-

lishing house e dissemination

of C other European countries
aly

lmost all the editions ilable in
based directly or irkgi ersion
e German first editiQg lished

in July 1845." Im tween Ac (G)
on the ong a\ll F ) on the other (in
a ar@nts already mentioned i

jal y whid ¢ only present in FZ) 0
t (\n. 16 b, Y b, 6 4
20 t, 130 t, 197 b) in th and in
the Finale (mm. ©
ti 1s less caTefully en-

Pand ba51ca11y reflects the text of
. 56 of the first movement in F2

g&ts a close relationship between the Stichvorlage
[Ae] for E, which has not survived, and the French

5 For example: 1% movement, mm. 4 b, 19 b, 20 tb, 33, 72-73, 99 b,
141; 2™ movement, mm. 22/178 t, 73-74 b (137-138 b), 75-76 b
(139-140 b), 92 b; 3™ movement, mm. 59—60 b, 98—99; 4™ movement,
mm. 66 b, 151-152 b, 171 b, 214 b, 242 tb.

6 Kallberg: “Chopin in the Marketplace: [...] Part II” (see note 3),
pp- 806, 823f.

7 Except for the proof of the early Sonata in C minor op. 4, which
Haslinger sent to Chopin, the composer never received proofs
from German publishers, including Breitkopf & Hartel, nor was he
involved in (altered) reprints by German publishers; cf. Kallberg:
“Chopin in the Marketplace: [...] Part II” (see note 3), pp. 816f.

8 Cf. also Chopin’s letter to Auguste Franchomme dated 30 Au-
gust 1846, in which he asks for proofs to be sent to him by Bran-
dus and stresses that he had produced a particularly meticulous
and easily legible Stichvorlage (model for engraving) for Breitkopf
because he was not going to proofread the German print; Corres-
pondance (see note 1), p. 238.

9  Friedrich Chopin’s Werke, ed. Waldemar Bargiel, Johannes
Brahms, August Franchomme, etc. (Leipzig, [1878-1880]: Breitkopf
& Hartel), vol. VIII.

10 Cf. Kallberg: “Chopin in the Marketplace: [...] Part II” (see
note 3), pp. 817f.

11 Chopin’s First Editions Online (Faculty of Music, University of
Cambridge); accessible at »BA11828-0001 (last accessed: 2 July 2024).
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autograph [Ar], which is likewise lost. Until the early
1840s, the English first editions of Chopin’s works
were often based on the corrected French proofs,
which is why Wessel’s editions show variants that are
not present in the corresponding German first edi-
tion.!? Against this background, Wessel’s prints take
on certain significance. However, E also differs — in
part significantly — from F1 and its corrected reprint
F2 in some details such as dynamics, slurs and ac-
cidentals — and here in agreement with Ag (G).”® In
addition, E conveys variants that deviate equally from
both Ac (G) and F (e.g. 1* movement, mm. 76—77, 78,
80; 4 movement, m. 186 b). In E, ties present in the
other sources are conspicuously often lacking in all
movements. On 22 April 1845, Wessel registered the
sonata, the Berceuse op. 57 and the Mazurkas op. 59 at
Stationers’ Hall in London, but the Berceuse and the
sonata were not published until‘u.e and

year (the Mazurkas came ordg De er Nl THggCon-
tract with Chopin is da ay 1 &on

the incipits of both work 45,

d receipt of the a

Chopin

confirm e to Wessel.

now, Chopin never played his 1

ic. At private performaglfes, t
eems hav
° Wh8 Chq&in the
e Cou o took les-
arketplace [ ' ( ),
e in F1/F2 or additionally

the 1°* movement, mm. 35, 64-65,
ent, mm. 107-108; 3™ movement, mm.
115-118; 4™ movement, mm. 76-9o b,
/219/221, 240 b, 276 b.

3 ophe Grabowski and John Rink: Annotated Catalogue
of Chopin’s First Editions (Cambridge, 2010); revised and expanded
as AC online at #BA11828-0002 (last accessed: 2 July 2024).

15 Cf. Kallberg: “Chopin in the Marketplace [...] Part I” (see note 4),
P- 554 The contract and receipt are reproduced in idem: The Chopin
Sources: Variants and Versions in Later Manuscripts and Printed Edi-
tions (University of Chicago, 1982), p. [367].

16 In this context, cf. also the Marche of the Sonata in B-flat minor
op. 35: according to a letter Chopin wrote to George Sand’s daugh-
ter Solange Clésinger (1828-1899) from Scotland on g September
1848, he performed the B-flat minor sonata to a circle of English
friends and, at the beginning of this movement, beheld enchanted
figures rising from the half-open grand piano, figures that had
also appeared to him in the Chartreuse [in Valldemosa on Mal-
lorca]. See Bernard Gavoty: Frédéric Chopin (Paris, 1974), pp. 299f.
The authenticity of this letter, the original of which Gavoty claimed
to have owned and which has not yet been discovered, is doubtful;
in detail cf. Jeffrey Kallberg: “Chopin’s March, Chopin’s Death,”
19th-Century Music 25, No. 1 (2001), pp. 3-26, here: pp. 22f,, foot-
notes 59 and 60; Ewelina Boczkowska: “Chopin’s Ghosts,” 19th-
Century Music 35, No. 3 (2012), pp. 204—223, here: p. 205.
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sons with him in the winter of 1847/48 and studied the
sonata with Chopin, she was moved to tears.”

The sonata is dedicated to Elise Comtesse de Perthuis
(1800-1880), a student of Chopin’s. She was married to
Léon-Amable Comte de Perthuis (1795-1877), aide-de-
camp (adjutant) to king Louis-Philippe 1. (1830-1848.)
The Comte played the piano too and performed in the
salons of Paris. The Quatre Mazurkas op. 24 (1834-1836)
are dedicated to him. It was also the Comte de Perthuis
who made it possible for Chopin to give concert per-
formances in Paris, including at Pleyel’s salons.!®

e\

Wi ioNof ery early Sonata in C minor
. J182 hich Chopin never approved for pub-
Iati

in its origigal form a as only published
e ted for a long time
; ing but then did so

The italianita of the firs

etc pia
Vi to
RS ec the

pin solves the tormal challenge by
e second subject (in the parallel key of
ith an unusually long, stormy preparatory
section in D minor. The contrapuntal texture in the
development section interweaves elements of the two
main themes and the epilogue theme, and the end of

e of a movement in

the movement makes up for the main motif not pre-
sent in the recapitulation, as it were.

The Scherzo is the most cheerful Chopin ever wrote —
the performance instruction leggiero more or less says

17 Edouard Ganche: Dans le souvenir de Frédéric Chopin (Paris, 1925),
p- 85; cf. also Jean-Jacques Eigeldinger: Chopin. Pianist and Teacher
as Seen by His Pupils, translated by Naomi Shohet with Krysia Os-
ostowicz and Roy Howat, ed. Roy Howat (Cambridge, 1986, 2 edi-
tion 2014), p. 61.

18 See Bertrand Jaeger: L'euvre de Frédéric Chopin. Manuscrits — Par-
titions annotées — Bibliographies et Catalogue d'une collection d’éditions
anciennes (Bern, etc., 2020) (Publikationen der Schweizerischen Mu-
sikforschenden Gesellschaft 11/60), pp. 250, 496.

19 Haslinger sent Chopin a galley proof in the summer of 1841,
which, however, the composer did not return because he wanted
to revise the sonata beforehand; the work was nevertheless pub-
lished based on Chopin’s autograph by Haslinger in Vienna in
1851; see Chopin’s letters to Julian Fontana dated 12 September
1841 and to his family dated 1 August 1845.

20 Autograph sketch. Private collection Mrs. Daniel Drachman
(Stevenson, MD); Microfilm: US-Wc; cf. Eigeldinger: Chopin. Pianist
and Teacher (see note 17), p. 111, footnote 75.



it all. The song-like middle section (mm. 61-156) sets
up the expansive cantilena of the Largo. The Largo’s
forceful introduction is downright Beethovenesque:*!
by repeating the last fortissimo note of the Scherzo
(Eb = D4) and modulating to the main key of B major,
it links to the end of the second movement. Thereby, in
m. 3 the C major six-four chord is reached as a transi-
tional harmony. The same harmonic sequence appears
at the end of the Largo before the epilogue. Chopin
rarely uses the term cantabile; it occurs here in m. 4 for
the only time in the sonata. The “furious” entry of the
last movement’s presto introduction abruptly dispels
the elegiac mood of the end of the preceding move-

ment. The Finale sweeps forward unceasingly with its
theme, which flows on uninterrupted for 43 bars, to a
powerful and liberating B major conclusion. Not only
the movement of the accompanying figures, but also
the harmonic tension increases with each gt‘n of
the main theme.

fce e.g. 1° movement,
ffted for Breitkopf & Har-
geefion “Paris Schlesinger” on the
title page, which may suggest it was completed ear-
lier: at the time it was sent off, Chopin had not yet
changed over to Meissonnier.

Printed sources include the French first edition (F1),
parts of which were unfinished or incorrectly engraved,
the reprint corrected by Chopin (F2) showing addi-
tional alterations, the copy belonging to Chopin’s stu-
dent Camille Dubois (née O’'Meara) (F2p) with a num-
ber of pencil entries, among others on engraving errors,
dynamics, articulation, text variants, performance and
21 Beethoven’s Sonata in A-flat major for piano op. 26, composed
in 1800/01, which contains the Marcia funebre sulla morte d’un Eroe
as its third movement, was one of Chopin’s favourite works to

teach; cf. also Kallberg: “Chopin’s March” (see note 16), p. 6.
22 Kallberg: “Chopin in the Marketplace: [...] Part II” (see note 3),

p- 809.

the
d f0 arfedition for t
Iy s es.
e musical notation ofk

fingerings® and the copy owned by his student Jane
Stirling (F2st), which mainly conveys entries on fin-
gerings. There are also two further printed sources
that are each based on an autograph Stichvorlage but
were not corrected by Chopin: the German first edi-
tion (G) and the English first edition (E).

The main source for the present edition is the cor-
rected reprint F2 used by Chopin himself. It reflects
the musical text that chronologically was created first,
but given its final written form last,* complemented
by F2p and F2st. In order to assess and clarify cases
of doubt, engraving errors, contradictions i nam-

ics, slurs, or articulation wd dformaiit is pos-

sibly inadvertently lackin i* uNge, E as

the source closest to S rc‘:ﬁrms of its

text was cons ,e S s well as G and
o

d Wop Auguste Franchomme,

first tim second-

1WRI'S i@ count-

less details, parti 1 culation®® and
t arlants. In principle, it
hq@in’s third piano sonata ha

s to
ortcomings cannot b§@co
TR

t

a¥ng: intended for a more far-off audience who,
unlike the Parisian public, lacked direct access to
Chopin’s specific way of playing, idiosyncrasies and
perception of sound and therefore required more pre-
cise information. By contrast, F (as well as E) contains
far fewer details related to performance, many aspects
of which are thus not only the player’s responsibility,
but also open up greater interpretative scope. The com-
poser himself was known for interpreting his works
differently each time he performed them: “when Cho-
pin played the same piece twice, it meant hearing two

23 For example, 1% movement, mm. 17 t, 21 b, 23-24/25-26/27-28,
40 b, 161 t, 184 b; 3*! movement, mm. 19 t.

24 Cf. Paul Badura-Skoda: “Das Raétsel der h-Moll-Sonate von Cho-
pin op. 58. Neue Betrachtungen zum Notentext,” Jan Ekier artysta
stulecia: w darze Chopinowi. Ksiega dedykowana Janowi Ekierowi z oka-
zji jubileuszu stulecia urodzin, ed. Irena Poniatowska (Warsaw, 2013),
pp. 161-170.

25 On Chopin’s notation of slurs, see also Chopin. Sonatas opp. 35,
58. National Edition, ed. Jan Ekier, Series A: Works Published dur-
ing Chopin’s Lifetime, vol. X (Krakdw, 2016: PWM Edition), here:
“Source Commentary,” p. 9.
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NOTES ON INTERPRETATION AND
PERFORMANCE PRACTICE

As with all works from past eras, with Chopin’s So-
nata op. 58, too, the concern is to craft a stylistically
appropriate performance that takes into account the
performance conventions of the time as well as the
composer’s idiosyncrasies and aspects of interpreta-
tion. Furthermore, there is a vibrant performance tra-
dition that, in the case of some of the pianists I heard
in my youth — Emil von Sauer (1862-1942), Alfred Cortot
(1877-1962), and Raoul (Raul) Koczalski (1885-1948) —
goes back to Chopin himself.! There are numerous re-
cordings of the sonata in B minor. First and foremost,
the interpretations of Cortot (12 May 1931 in London,
Small Queen’s Hall) and of Koczalski, record‘g @ortl
before the latter’s death (5 April 1948 jaaBerli

Studio I) can be considered exem s a d,
Koczalski took lessons with Karol 1 ,
one of Chopin’

best-known studen

particu-
at made by Dinu Lipatti
jously ill, in London
oad

dio
ata wilR CoNgt.

[ rubat

Gwed) metronome mark-
ings in thé™me oD to op. 27 und in the Andante
spianato of the Grande Polonaise brillante op. 22.
Chopin’s rubato refers primarily to a thythmic free-
dom of the melodic line. Georges Mathias (1826—1910),
one of Chopin’s students and who later became pro-
fessor of piano at the Paris Conservatoire (1862-1887),
commented on this, referring to Camille Dubois: “Cho-
pin [...] often required simultaneously that the left

hand, playing the accompaniment, should maintain

1 Cf. Jean-Jacques Eigeldinger’s seminal work: Chopin: Pianist
and Teacher as Seen by His Pupils, translated by Naomi Shohet with
Krysia Osostowicz and Roy Howat, ed. Roy Howat (Cambridge,
1986, 2" edition 2014).

2 Carl Mikuli: “Vorwort,” Fr. Chopin’s Pianoforte-Werke. Revidirt
und mit Fingersatz versehen (zum gréfiten Theil nach des Autors
Notirungen) von Carl Mikuli (Leipzig, [1879]: Fr. Kistner & Siegel),
p. 111

strict time, while the melodic line should enjoy free-
dom of expression with fluctuations of speed. This is
quite feasible: you can be early, you can be late, the
two hands are not in phase; then you make a com-
pensation which re-establishes the ensemble.”® The
rhythmic independence of the hands required here, as
mastered by jazz pianists in particular, is chal-

h C oflly noted
ujto the
es nimously

b

lenging for performers. Alth

rubato explicitly in his ear

Mazurkas op. 24, con T

report that ru important stylis-

c
tic degli hifnu on, especially in cantabile
* NArefesentative e

. ample of the ru-
ato shqld be played is foundii zagm erceuse
P57 in Jane Stirling’s cog % Cho-

pin penciled in Ij the right and

left hand g
) @ ses the instruction tenutg, -
dil at d ¥'should be held for lo in
, angr77 of thiirst men
G, G. By contrast, F hasflcc m. 14, and
E longer accent R i ither
sourc ) indication, but in m. 177

these two
tlo hairpin. Chopin’s frequently
ce instruction sostenuto (“sus-
"), for example, oscillates between fenuto and
ritenuto. It denotes a particularly flowing, singing tone
(e.g. in the 1 movement, mm. 41ff, 149ff) and in the

case of more intense cantabile usually also includes
agogics. Moreover, in late eighteenth- and nineteenth-
century piano music the combination of crescendo and
diminuendo hairpins also implies an acceleration in
tempo followed by a deceleration.”

3 Eigeldinger: Chopin: Pianist and Teacher (2014; see note 1), pp. 49f.
4 On rubato in Chopin, cf. in detail ibid., pp. 121f, footnotes
99—100.

5  Chopin. Berceuse pour le Piano op. 57, ed. Britta Schilling-Wang,
Fingering and Notes on Performance Practice by Hardy Rittner
(Kassel, etc., 2022: Béarenreiter; BA 11830), pp. Xf.

6 For a detailed account of Chopin’s notation and execution of
(longer) accent marks (,,accent agogique”) see Eigeldinger: Chopin:
Pianist and Teacher (2014; see note 1), pp. 147f.

7 Cf. also Fanny Mendelssohn Bartholdy’s explanation in the
manuscript of her piano piece Allegro ma non troppo in F minor: “The
signs denoting accelerando and ritardando are ===, 62 Musik-
stiicke (Lieder, Duette, mehrstimmige Gesinge und Klavierstiicke), 1824,
Deutsche Staatsbibliothek zu Berlin — Preufischer Kulturbesitz.
Shelf mark: MA Ms. 35, p. 42; digital copy: mBA11828-0003 (last
accessed: 2 July 2024).
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A frequently heard rhythmic inaccuracy is worth
mentioning. In the typical triplet motif heard in
the first movement, for example (mm. 58, 129-130)

Jﬁ ﬁﬁ , the first note is often not held long
cereef

3 3 'PEEPEEE
enough, giving rise to a “tango” rhythm: ce e
however, the first note ought to be lengthened rather
than shortened.

Ornaments
Chopin’s embellishments are based on the art of or-
namentation of the late eighteenth century as summa-
rized by Daniel Gottlob Tiirk.® Handwritten entries
by the composer in his students’ copies reveal how
his ornaments ought to be played.

Appogiaturas Chopin usually vs'u‘ appogei
consisting of one or moreagtes t E &l e
beat, that is, not to be 4 [ . ebha

1 I

is stu-
s clear by drawing

Example 2

in the Berceuse op. 57 (m. 31) or in the Piano Concerto
in F minor op. 21, m. 7, in each case in the copies
owned by Camille Dubois. Similarly, he also asked
that arpeggiated chords be played in this manner, for
example in F2p in m. 17 of the first movement; there,

8 Daniel Gottlob Tiirk: Klavierschule, oder Anweisung zum Klavier-
spielen fiir Lehrer und Lernende, mit kritischen Anmerkungen (Leipzig
and Halle, 1789, 2™ edition 1802).

9 Cf. thereto ibid. (1789), pp. 220—230; 2™ edition (1802), pp. 250—
262.

XXVI

both an arpeggio mark written in pencil and a line
connecting the appoggiatura to the lowest note have
been added (cf. also m. 135, where in F2p an arpeggio
sign in the form of a vertical curve has likewise been
penciled in from the lowest note of the chord to the
appoggiatura, as well as m. 136 in Ac and m. 177 in
all sources except G, which is lacking the arpeggio
mark by mistake; only in E does the arpeggio mark
begin on the Fg of the left hand, but leads directly to
the main note d#)).

Trills In Chopin, trills always in on the upper

auxiliary note. Thegexcepid rqllrills at the begin-

ning of a piece 0 e uc@in F major op. 10

No. 8, m. it heWng 3 1n F2p; Prélude in
8 -

C- 10, where the beginning of
e Wl n out; Waltz in A-flat major op. 42,
ith the fingeging 2 4 in , after an upward-

O

1,

es moving step-
ce of trills as in
0. 1, mm. 68-70:

When Chopin wanted a trill to begin on the main
note, he added a grace note at the same pitch before
the main note, e.g. in the first movement, mm. 52 and
160 (grace note added in pencil in both cases in the
copy F2p, the grace note in m. 160 also appears in Ag,
G; see also Example 3).

One example of how to play a trill with grace notes
from below is found in m. 55 of the first movement:

execution

Example 4
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Example 5

Mordents In Chopin, mordents begin on the main
note and should be played on the beat. The first mo-
vement contains one of these ornaments in m. 139, as
does the Scherzo in mm. 32 and 188 in the version of
the German first edition (Ag, G; see Example 5).

Dynamics and conception of sound
A cantabile, rich in dynamic nuances is essential for
the long, spun-out secondary theme of the first move-
ment. None of the great Chopin interpreterésch as
Koczalski, Cortot, Artur Rubinstei 87— o)
Vladimir Horowitz (1903-1989) p

softly, instead performing it at least

hand exerting sjiggificant pressure onf{

Cssion of ever greater
Persed piano sections) is
iment, which speeds up with
each entry of the theme, first quadruplets, then six-
teenth notes towards the end of the movement. How-
ever, the basic tempo remains the same. Standard
symbols are insufficient to represent this dynamic de-
velopment in the score. After all, how should a mere
seven or eight markings convey a dynamic range of
1-100 decibels? This means that not every piano is
equally soft and not every forte equally strong. Rather
(apart from m. 8, in which the initial crescendo reaches
its climax) the dynamic ranges f, ff are less pro-
nounced at the beginning than at the end. It seems that
Chopin himself was thinking along these lines: instead
of the first ff (m. 52, Ag, G), the French first edition
(F) has only f, and the English first edition (E) con-
tains no dynamic marking at all. Only in m. 143 do

all sources have ff. Much the same goes for the third
theme: on its return in m. 167, the leggiero (= p) of
the first entry in m. 76 is lacking in F and E, maybe

Vi ril 2019

[ { xsmda
c‘/tz

Chopy reSgbft i® questions about the dura-

oMot ary thus about the aesthetjgagrinciples

captMna playing.'® Should \Wcagle can be

t but
even empha-

intentionally.

ced from the struc
not specifically n
sized? Is |k to

lo tten
bi €s O
o) ig

opin’s score. However, this as-
comes debatable when we come
ain theme in the Finale (mm. 9ff.), which at the
beginning appears to be only latently polyphonic. If
we play Chopin’s notation literally here — that is, in-
cluding the eschewal of the right pedal — the cantilena

b—f4-g—a4-b etc. sounds dry and disconnected, which
would be diametrically opposed to Chopin’s song-like
ideal. In this respect, it makes sense to assume an over-
legato and/or a self-evident right pedal. The fact that
Chopin’s notation is not yet manifestly polyphonic at
the beginning (cf. e.g. mm. 100ff.), could, we can spec-
ulate, be related to the fact that — unlike in later pas-
sages — no emphatic accentuation is meant here yet
(see above, crescendo principle of the Finale).

The fast eighth notes in the Scherzo give the im-
pression of being a purely “atmospheric picture,” !
realized pianistically through perfectly even playing.

10 See Hardy Rittner: Die vergessene Cantilene. Frédéric Chopins
missverstandene Virtuositit. Grundlagen der Auffiihrungspraxis (Kas-
sel, etc., 2022: Bérenreiter), pp. 11-27.

11 Cf.Raoul Koczalski: Frederic Chopin: Betrachtungen, Skizzen, Ana-
lysen (Cologne-Bayenthal, 1936), p. 111.
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sible) make do without the pedal? If this were indeed Favouring a full-sounding cantilena, he prioritizes a
the case, it would inevitably lead to highly compli- strong finger in permanently using the th and

and f (m. 92). Fro - east an

cated fingerings, as illustrated in Example 8 (Scherzo, thus partly neglects fingi legito, W, is@lot pos-

mm. 109—112): sible between d! and ¢! (i, bef@veen g
U

h

0 gty i i ‘ “auxiliary pe i se of a coherent
Wﬁﬁ?—ﬁ z 5 soun re his perception appears to
= % SN Jﬁ% hfg ] h?’ sicab¥ significanceyl see it as indica-

. I ) on th@Chopin cultivated a S pedal-
Eﬁ?%%ﬁ;é‘ - o y that even his supposgg uladed and
TR = ' rily need to be

thesis is to take

enfstructur@ther
sing the right pedal (arfAn
no reason to w h!
to C i e

S
s legato S il elm von Lenz (1808-1883) once
Id also i real- i opin Id often only hint at the sound,
osed in at the listeners had to complete the impression
tferent solutio (of the sound) themselves.?’ At times it seems as if this

applies to Chopin’s notation, too, including his pedal
markings — which has the disadvantage of numerous
ambiguities. On the other hand, however, there is the
~_ advantage of being open to many creative possibili-
P ) ties for interpretation, which are well worth exploring

and sounding out.

Freiburg i. Br,, July 2024
Hardy Rittner
(translated by Margaret Hiley)

Example 10

20 Wilhelm von Lenz: Die grofien Pianoforte-Virtuosen unserer Zeit
aus personlicher Bekanntschaft. Liszt — Chopin — Tausig — Henselt, re-
print of the original edition of 1872 (Diisseldorf, 2000), p. 39.
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CRITICAL COMMENTARY

SOURCES

MANUSCRIPT SOURCES'

Asia Autograph sketch of the first movement, mm. 33-35.
Former collection Jean Réande (t 1975; pseudonym:
Charles Blockhuysen). Current location unknown.

Asie Autograph sketch of the first movement, mm. 117-
131. 1 page, undated. Bottom right, written in an
unknown hand: “Sonate, opus 58, esquisses / 1845”.
The Fryderyk Chopin Institute (Narodowy Instytut
Fryderyka Chopina), Warsaw. Shelf mark: M/234.3

[Af] [Autograph] engraver’s copy for F. Current location
unknown.
IncF Autograph incipit, mm. 1-2 of the first movement.

Contained in Chopin: Rondo a deux pianos. 8.° Li-

vraison des ceuvres posthumes. Dubigs sur
originaux avec autorisghd g mys¥ p es
‘ i dqed. j
k

Fontana (Paris: J. jierils
théque nationale de S és. Vma
241 (7,76). At the end § I, mmary table of

ipits of vols. I-V

ent location

s confirmation of the cession of
and op. 57 to Wessel: “2.%¢ Grande
fink space] Op 58 commencing [incipit]
ad. La Comtesse E. de Perthuis”; repro-
duced in Jeffrey Kallberg: The Chopin Sources: Vari-

1 The following descriptions of sources additionally draw on Kry-
styna Kobylanska: Frédéric Chopin. Thematisch-bibliographisches Werk-
verzeichnis (Munich, 1979); Christophe Grabowski and John Rink: Anno-
tated Catalogue of Chopin’s First Editions (Cambridge, 2010), revised and
expanded as AC online at »BA11828-0002 (last accessed: 23 January
2024); most of the sources have been digitized and are accessible at On-
line Chopin Variorum Edition (OCVE) —BA11828-0004 (last accessed: 23
January 2024); Bertrand Jaeger: L'ceuvre de Frédéric Chopin. Manuscrits —
Partitions annotées — Bibliographies et Catalogue d'une collection d'éditions
anciennes, Publikationen der Schweizerischen Musikforschenden Ge-
sellschaft I1/60 (Bern, etc., 2020).

2 Cf. also Frédéric Chopin. The Work Sheets to Chopin’s Violoncello Sonata.
A Facsimile, Introduction by Ferdinand Gajewski (New York, 1988), p. 27
(leaf 44).

3 Cf. also ibid., p. 37 (leaf 63).

4 Jean-Jacques Eigeldinger: Chopin. Pianist and Teacher as Seen by His
Pupils, translated by Naomi Shohet with Krysia Osostowicz and Roy
Howat, ed. Roy Howat (Cambridge, '1986, 2014), pp. 201f.

44

b C
ED SOURCES
F .

NPT iven (“Catalogue Francg
%, Chopin’s hand and mono
2, 0/
Il reryg@in
et

ants and Versions in Later Manuscripts and Printed Edi-
tions (PhD, University of Chicago, 1982), p. [367].
Ac Autograph, undated [late fall 1844]. Engraver’s copy
for G with pencil markings for engraving by the
publisher. Title: “Sonate / pour le piano-forte / de-
diée a Madame la Comtesse E. de Perthuis / par /
F. Chopin / Leipsic chez Haertel / [at left:] Paris Schle-
singer [at right:] Londres Wessel et Stap. / [at right;]
(Ev 58.” Biblioteka Narodowg, Warsaw. Shelf mark:
Mus. 232 Cim. Facsigile! ata h-moll op. 58 (auto-
bl @, owa, Warszawa) / Sonata
. eric/ autograph, National Li-

in B mygom™ choagrl
sa ) ource commentary by Zofia
chli Irena Poniatowska, 2 vols. (War-
e Fryderyk Chopin Institute (NIFC), 2005).
pnata in B minor op. 58

odifications.® Former
s; today possibly owned

c

ge:
adame la

RIS, chez ]J. Meissonnier, Rue Dauphine, 22. / [at

left:] Londres, Wessel et C.* [plate number, at center;]

.M. 2187. [at right:] Leipzig, Breitkopf et Hartel.” Title
on p. 2: “SONATE. / par F. CHOPIN op: 58”. Dépot
légal: June 1845. Apparently, F1 was only an ad-
vance copy and not on sale. Two copies are extant
in the Bibliothéque nationale de France, Paris. Shelf
marks: Ac.p. 2692 (formerly collection of the Con-
servatoire) and Vm!2 5566.

F2 Corrected reprint of of F1; same plate number. Title:
see F1. Publication date: [July] 1845. With many im-
portant changes compared to F1. Copies used: see
F2p, F2st, F2rr; also: University of Chicago Library,
shelf mark: M23.B41 56992 c.1 (collection George
W. Platzman; especially in the first movement nu-
merous fingerings and annotations with pencil in
an unknown hand); at bottom, right: cachet (ink) of
the publisher J. Meissonnier.

F F1 and F2.

F2p Copy of F2 used for teaching Chopin’s pupil Camille
Dubois (née O’Meara). It includes fingerings, per-
formance indications, dynamics, variants, and cor-
rections of printing errors added with pencil, partly

5 See Patricia Eger: “Another Liszt Revision,” Journal of the American
Liszt Society 18 (1985), pp. 107-121.



F2F:

in Chopin’s hand. Bibliotheque nationale de France,
Paris. Shelf mark: Rés. F 980 (I, 7).

Copy of F2 used by Auguste Franchomme, contain-
ing few corrections and numerous fingerings in an
unknown hand, all in pencil. Private collection, Paris
(F-Pmounier).

F2st Copy of F2 used by Chopin’s pupil Jane Stirling. With

Lh.

m.,

r.h.

6

few fingerings and annotations in pencil; author-
ship uncertain. Bibliotheque nationale de France,
Paris. Shelf mark: Rés. Vma 241 (VI, 58).

English first edition. Series title page: “N° [hand-
written opus number] 62 of / WESSEL & C.” COM-
PLETE COLLECTION / OF / the Compositions [ OF /
FREDERIC CHOPIN /FOR THE / Piano Forte. / Solo
Duet / [table listing Chopin’s compositions up to
op. 58] / [at left:] Ent. Sta. Hall. [at center:] Copyrights.
[at right:] Price, Solo [handwritten:] 10 / [underneath:]
“Duet [ [at center] LONDON, / Wessel & C.° Importers
and Publishers of. FOREIGN MUSIC. / (by special
Appointment) to. H.R.H. the Duchess of Kegt. @N.° 67,
Frith Street, Corner of Soho Squarer Title

CHOPIN Op: 58 At bottom, 1¢
W _

goter, plate nur} ’
Stationers’ Hall: 22 April

Thlr: 15 Ngr. / [plate
x Archives de I"'Union.”
./ [at right;] Fr. Chopin,
O™ ot date: Juli 1845. Copy used: Uni-
versity of Chicago Library. Shelf mark: M23.C54
5719 c.1.

ABBREVIATIONS

= bottom staff
= left hand
= lower part
mm. = measure, measures
= note(s)
right hand
= top staff

Cf. also Jaeger: L'eeuvre de Frédéric Chopin (see note 1), pp. 495f.

Pitches are indicated in this volume according to the respective
language in the following manner:

o
L e e & =
rA I I I /] I I
,'. } } =“ .‘ } I I I : :
4 3 3 o \
-
C,-H C-H c¢c-h d-hW -1 -1
do'- sit do'- si' do*- si? do® - s do*- sit do° - si®
C,-B, C-B c - b d-p 2-pv -0

SPECIAL COMMENTS

All relevant readings with a special attentign to
are listed below. A concise )sio mmentary
focusing on readings of F a esger §ktend con-

sidering differenceg a to ticular G (such
as minor_devia\@hs c) Winc®ded in the printed edi-
deflile g is accessible on the Barenreiter

i xtras).
i small print
aregonly selec-
a cies and in-

tively documented, ingxi a
i ur es in F clearly refer-
i X ey Wi gnd fire not retained in the prese
| ur¥nted in the Special comme

ation: bar, staff, commen re ed
- eX‘é
in

. mm. 1, 5, and 9:

=

T
Same reading in in E; there, however, in m. 9

2" slur only from beat 3, corresponding to the
reading in Ag (mm. 0-1, 4-5, 8-9 t) and IncF:

; 3

o)
)
7
\ . ®

erpretation

c

A
+

5
NI
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¥
v
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s
DR

ral
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rad

i
| 1HEE

(il

B33
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bl
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By

yad
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W

L
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E.d
OF- e O
T

(il
(gl

]

We follow the plausible autograph phrasing

of IncF as well as the phrasing in E, m. 9 and

Ac (G).

E: in m. 2 cresc. hairpin continued beyond bar
line. Ag: cresc. hairpin extended to n. 1 of m. 3, 11
(after line break not continued from m. 6 to m. 7,
n. 1); for m. 97 see comment on mm. 96, 97.

F, E: no cresc. hairpin in m. 10.

2,6,10
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31-32
31-40 t

Ag, G: cresc. already slightly before beat 2.
Ag: slurs from m. 31, n. 1 to m. 33, n. 1 and from
m. 33, n. 2 to the end of m. 40.

31-34, 140-143 F1: accents to r.h. quarters in mm. 31, 32,

33
33t

140 (F: no accents in m. 141, added in the present
edition according to m. 32; cf. also E, Ag, G);
mm. 33-34: accents to dotted Lh. quarters (= E);
changed in F2 to long accent marks (m. 33, 1% ac-
cent mistakenly excepted; we adjust to the size of
the following 3 accents) and moved between the
staves.

Ag, G, mm. 31-34, 140-143: (longer) accents to r.h.
quarters throughout (m. 32, 2" quarter excepted).
F1, E, Ag, G: no fz; added in F2.

Only Ac has staccato to chord 1.

33, 34, 142, 143 t, u.p. N. 2-3: slurred, not tied; we adopt

35
35-37

37-38

Chopin’s idiosyncratic notation in these cases
(cf. Largo, comment on mm. 5-18 b; also, E,
1% movement, m. 34).

E, Ag, G: no dim.

Agc: decresc. hairpins begin alread
each 16th-note group.

lo
bar line of m. 37; new

cak on begt 1, m. 3
G: ex@ided
nal qu €
0 Ag, ®&).

b, but dim. _ _

s to n. 14 G# and
m. 148).
#in pencil to n. 14 G4,

41-56, 149-164 b F, E: different phrasing of the two passages,

but consistent within each passage. Occasionally
lacking slurs in F added according to parallel
places or E. Ac deviates from the scheme shown
in F, E, mm. 41-56, but adopts it with a few vari-
ants in mm. 149-164.

46-52, 154-164 t F: slur ends in m. 48 on last note; new slur

from m. 49, n. 1; adjusted to the plausible reading
of the parallel passage mm. 156157 where the slur
is not interrupted. E: mm. 46-56 = F, mm. 154-164
= Ac. However, reading in E ambiguous due to
line break after m. 48.

Ag: originally one slur from m. 46 (154), n. 3 to

m. 52 (164, n. 1), n. 5; then in m. 50 (158) section

of the slur above the last two notes crossed out to
end the slur on the penultimate note and begin a
new slur on the last note.

47 t

49 t
52,160 t

52b

54 t

54 b

55t
55-56 t

56 b

57

60-61

61b

61-62 b
61-63 t

62t

62, 170
64-65
65b

Ag, G: cresc. hairpg
E Ag G: 1N on \ALXiIT
ato . P06 (CHlF, nt™104: no staccato to n. 1).
, : ed in pencil to half note f§*
F i :
be .

Only in E: n. 7-8 two regular eighths instead of
dotted rhythm; but see m. 155.

Ac, G:n.4-5 J 5.

F2p: eighth-note appoggiatura added in pencil to
n. 6 b indicating that the trill should begin on the
main note (without repeating it). In m. 160 also
present in Ag, G.

Only in F no pedal markings on beat 4; only E has
®. and % on beat 3 (crossed out in Ag).

E, Ag, G: no staccato to n. 1. All sources: r.h. note 2
cs* aligned with Lh. note 3 ¢z

F2p: eighth rest between last two eighths and
triplet slur; both added in pencil.

Ac: no 2™ %; in E placed betweeg th t two Lh.
notes. o
. 1-

te d4!; no stac-

s ; eli
1; not present in

hairpin begins alre

e strokes with pencil below the ap-
poggiatura b'+b? which most likely refer to the co-
ordination of r.h. and Lh. (rather than to fingering)
indicating that the appoggiatura should be played
on the beat.’

Ag, G: beat 3, n. 3—4 ct'—a instead of g'-c#! like

F, E.

Ag, m. 62: no 2™ #; added in small print after E.
Different phrasing in the sources. E, 3 slurs: m. 61,
whole-bar slur; slur to 1% half of m. 62; slur from
m. 62, beat 3 to m. 63, n. 3 4°. Ag, G: one slur from
m. 61, n. 1 to m. 63, n. 3 d°. However, all sources
present different readings in the parallel passage
mm. 169-171 t (see comment).

Ag, G: no 4% in chord 3; present in F, E. See also
m. 170, where V' is lacking only in F; added accord-
ing to m. 62 and the other sources.

Ac, G: cresc. hairpin to 2" half of the bar.

E, Ag, G: no cresc. hairpin.

Ag, G: decresc. hairpin from n. 2 to bar line,

in E to n. 2-5.

9 The editor thanks Hardy Rittner for this information.
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65-66 t F: no slur; present only in mm. 173-174. E: slur to 74-75 tb  Chopin probably composed this masterly variant
chords 2-3, m. 65 (in mm. 173-174 phrasing like F). present in F, E because it introduces the G minor
Ag, G: slur from m. 65, n. 2 to m. 66, n. 1. harmony in m. 75 and avoids the big Lh. leap of a
65-66 b E, Ag, G: slur in m. 65 extended only to last note; twelfth from m. 75 to m. 76 (cf. the recapitulation,
Ag, G: slur in m. 173 extended to m. 174, n. 1. mm. 183-184: there only a fifth, f¢-B).
E, m. 173: no slur. 7677 Only in E: cresc. hairpin in m. 76, followed by
66 F1, Ag, G: no p; added in F2 (present in E). decresc. hairpin in m. 77; hairpins present in F,
Ag, G: leggiero to beginning of 16ths (not present mm. 184, 185 (not present in Ag, G).
in E, E). 76-84, 184-192 tb  Different (and not always unequivocal)
66 t Only in F no eighth rest on beat 4; no slur from phrasing in Ac as compared with F. E largely cor-
last eighth, but “resumed” after page break in responds to F, minor deviations, occasionally slurs,
m. 67, n. 1-2. ties or additional stems lacking, greater discrepan-
67-69 t Ag, G: slur only from m. 68, n. 1 to m. 69, last note cies in mm. 184-192.
(Agc: line break after m. 67). E = F; cf. also phrasing 77 t E, Ag, G, beat 4: no e sign to g&+ct.
in mm. 175-177 t and comment. 78 Only@h E! C. t§vhole bar.
68,176 b  F: slur only to n. 2-4, possibly error; adjusted to 78t F:n. 4 eo laggqgas 16th.
m. 176 (cf. also E, m. 176 (no slur m. 68), Ag, G). -tQastil 4! ted in any of the sources
68-69, 176-177 b Pedal markings in small print added ac- PTI0 cigmt ; dot added according to m. 186
cording to mm. 176-177 and E. m. 78, first half and m. 82).
69, 177 t 199, Lp. Last 16t F quarter g' (¢') not ad-

73 t

73 tb
73 b

74 t

48

/7. ditionally
ei 7

7 (lower 78, 82 tb
1s), 22, 195 tb).

Ac: tenuto placed slightly afteg ciggrd 1 abgv
staff; not present in F, E_but deé ai i
m)

in
tio

d 4

responding to the
purces, m. 180 (phrasin
er, r.h. ny d#! d

— __;added in
Everal shorter n Ag, G. Ag, m. 187, beat 3, r.h. notes: regular eighths;
(slur interrupted on n. 4) and beat 4: notation like F, E, but last chord e#'+cx* ad-
e slur begins on n. 1. ditionally on one stem.
airpin; added in F2 reaching only 80 Only in E: cresc. hairpin (from r.h. note 2 to bar
o perhaps due to problems of space (cf. also line).

m. 181). E: cresc. hairpin extends to m. 74 (m. 182), 80,81 b Ag, G:staccatoton. 5 A, E.
n. 1. Ac: cresc. hairpin from m. 73, n. 6 c# (m. 181: 81t Ag, G: arpeggio sign to eighth beat 8 g#'+c#’; not
n. 5 4% beyond bar line (m. 181: extended to chord 3). present in F, E.
We extend the cresc. hairpin aiming at n. 1, m. 73 81 b E, Ag, G: n. 8 ¢ not dotted. Ag, G: no additional
and in view of the other sources beyond bar line. quarter stem to n. 9 b.
E, Ag, G: n. 1 a¢' stemmed separately as quarter; 82t F: ¢' on beat 3 stemmed separately; possibly error
we adjust to the reading in Lh. (cf. m. 78, n. 1-5, and E, Ag, G).
Ag, G: no f# in chord on beat 2; present in F, E. 82 b Ag, G: n. 3—4 g—a instead of a-b; error? Cf. mm. 78,
Metrical notation ambiguous in the sources. Arith- 190 b. We extend 2™ slur according to first slur;
metically incorrect quarter rest in all sources; cf. cf. also m. 83 b and E.
also Chopin’s notation in F, E, m. 181 (see p. 14). 82-83 Ag, G: cresc. hairpin from m. 82, dotted eighth ¢
Ac: quarter rest placed to 3™ triplet eighth (E: after to m. 83, last note. E, 2 cresc. hairpins: m. 82, n. 1
27 triplet eighth; F, G: to 2 triplet eighth). Last to m. 83, third 16th; m. 83, 16th rest to the end of
Lh. chord in F, E aligned to last triplet eighth, but the bar. Different dynamics in the sources in the
in Ag, G placed between penultimate and last parallel passage mm. 190-191 (see comment).
triplet eighth. 83t Only in F additional quarter stem to ¢’ on beat 2
F: staccato dot erroneously only to chord 2. (cf. also m. 191, €', there present in all sources), but



no quarter stem to ¢? on beat 3; added according to
m. 191.

84, 85, 87 b E: cresc. hairpins in mm. 84, 85 extended to n. §;
further cresc. hairpin in m. 87, n. 1-8. Ag, G: no
cresc. hairpins.

85 tb The curved vertical line (usually indicating arpeg-

gio) on beat 3 is present in all sources and prob-

ably means here that the note b5! should be played
with the Lh.

86-87,194-195b E, mm. 86-87: slur like F;, in m. 194 slur
from n. 1 to last note; new slur m. 195, n. 1-7.

Ag, m. 86: slur extended beyond bar line, but after
line break apparently new slur to from n. 1 to
m. 88, n. 1, no slur in mm. 194-195.

97 t
98 tb

9 b

88, 89 t Ag: decresc. hairpin to n. 2-4.
89-90at Ag, G: no slur from 16th d' to half note c#'.
89-90b t F: possibly due to page break after m. 91a slur
from m. 89, last note d' not resumed in m. 90b;
added according to mm. 89-90a t.
89-90b b F: possibly due to page break after m. 91@;1. e
from m. 89, n. 2 not continued to 905, 1. 2«
added according to mm. 89-904 ‘
Ag, G: no slurs to L.p., mm. 89-

90a Only in E: g J. on beat 3 followed
90a-91a Qi

according to
96, n. 2.

nt in E, Ag, G

.93, n.3g2 E=F

after beat 2 from top

iled line might refer to a

fal (whose use is implied but
not notated) before beat 3 to avoid the dissonance
a/g¢ being included in the pedalized sound.

95 t F: no accent to n. 2 b%; added according to m. 94
(cf. also E, Ag, G).

95-96 t, Lp. E: no ties e'+g'—e'+g".

92.
93

9% tb F: slurs after line break possibly by mistake not
continued to m. 97, n. 1 as in E. Ac: Lh. slur not
continued to n. 1, m. 97, but extended in G.

96, 97 F1, E: no fin m. 96, but present in m. 97; in F2

added in m. 96 without deleting f placed between
n.1and 2 in m. 97.

Agc: fin none of the bars but cresc. hairpin in

m. 97 from n. 3 beyond bar line, after page break
not continued. E, E: no cresc. hairpin in m. 97.

10 The editor thanks Hardy Rittner for this information.

103-104

103-104 b
104 b

105, 107 t
105, 107 b

106 t

107-108 b

108

Ag, G: additional b in penultimate chord. E = F.
Different notation in Ac:

a3l

E = F, but half notes fi+f:' stemmed separately (like
Aq).

F1: n. 1 Fz+F4 quarters, but no quarter rest on
beat 2; changed in F2 gnd grace gotc\@iflded to
trill, but trill inc@ec if t2 to
beat 3, n. 2 B#+bs.
E Ag G: be@ 1 by quarter
est; 3; gr notes before trill.
clion half note E on beat 3; deleted in

nt in E, Ag, G
Ag, G: no cresc. hairp
F2p: x added with

ESY

6th gx and % to

eleventh 16, [ 0 s tin Ag, G;
lagiamo 1\
o !, present in E.
sl®®s: m. 101, n. 1 — m. 102, n. 1;,¢*
\ . 103, n. 3; m. 103, n. 4 — bea F.
e i

Ag, G: cresc. hairpin m. 103, beat 3-4, decresc.
hairpin m. 104, beat 1-3, f (to 1.h.?) on beat 2.

E: no dynamic markings.

E: chords not tied.

F2p: cresc. hairpin faintly added with pencil to beat 2.
Ag, G: no slur from n. 2 to last chord (but cf. Ag,
mm. 104, 106 b). E: 2" slur in each case only to

m. 106 (108), chord 1-2.

Ag, G: decresc. hairpin to n. 1-2 below bottom
staff; not present in F, E.

Ag, G: cresc. hairpin to chord 1-2; not present

in F, E.

E: slur to last 4 notes, m. 107, but not continued to
m. 108, n. 1. Ac: slur extended beyond bar line but
after line break not continued in m. 108; G: no slur.
Ac: long accent mark to r.h. note 1 (E: no accent);
cresc. hairpin from beat 2 to m. 109, n. 1 (not
present in F, E); no f (present in E) but sempre forte
added above r.h. chord 5 (not present in F, E).
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E, Ag, G: n. 3 half note e (eighth beat 2) with addi-

tional half-note stem.

Ag, G: no additional quarter stem to ninth 16th f3.
144-145  E, m. 144: only short accents to half note e and

dotted quarter g (eighth beat 6). Ac, G: decresc.

hairpin(s) instead of long accent(s) and decresc.

hairpin in m. 145 (not present in F, E).

145 b E, Ag, G: no additional eighth stem to n. 4 b.
146 b E: n. 1 Fi with additional octave Fz no staccato.
149 b Ag: staccato to n. 1, not present in m. 41; not

adopted in G. E=F.

149-164 b For phrasing, see comment on mm. 41-56, 149-164 tb.

152 E, Ag, G: no decresc. hairpin.
153 E: decresc. hairpin to whole bar.

154-164 t For phrasing, cf. comment on mm. 46-52, 154-164 t.

157 t F, E: n. 2 a¢’. However, Chopin deliberately crossed
out a#! in Ac and replaced it by c#. We follow
Chopin’s corrected reading (cf. also m. 49); no cor-
rections in F2p or F2st.

160 t For the appoggiatura, cf. comment on mny, 5160 t.

160-162  E: one cresc. hairpin from m. 160,
n. 2. Ac: both cresc. hairpins e
line, but 2" hairpin after line b

in m. 162.

160, 161, 163 b i

g8 1O 16

. hairpins, possibly

” note 3 — last note;

169 .. =

169 t E: no ¢’ in chord on beat 3.

169-171 t Different phrasing in the sources (cf. also com-
ment on mm. 61-63 t). E: 4 separate slurs: m. 169,
n. 1-3, n. 4-8; m. 170, n. 1-8; m. 170, n. 9 — m. 171,
n. 3. Ag, G: 4 separate slurs: m. 169, n. 1-3, n. 4-§;
m. 170, whole-bar slur; m. 171, n. 1-3.

170 Ag, G: cresc. hairpin to 2" half of the bar.

170 t See comment on m. 62 t.

172-173  Cresc. hairpin in mm. 172-173 added according to
mm. 64-65.

E: in m. 172 cresc. hairpin to last seven 16ths
below bottom staff, in m. 173 fz to chord 1 be-
tween the staves (both indications not present in
the other sources), and accent in m. 173 placed to
r.h. chord 2 rather than to Lh.; cf., however, m. 65,
where the accent is placed to r.h. in all sources;
cf. comment on m. 65 b.

Ag, G: cresc. hairpin in m. 173 from n. 2 to bar
line; not present in F, E.

173 t Only in F: chord 2 b#+fs'+¢#'+b#’; changed to
bit+fil+a+bs! with pencil in F2p.

173 tb F: staccato to chord 1 added according to m. 65 tb
and E (ambiguous r.h. notation in Ac).

173 b E: no slur. Ac: slur ends open at bar line; G: slur
continued to m. 174, n. 1.
174 Ag, G: no p; E = F (cf. also comment on m. 66).

174 tb Ag, F, chord 1: staccato only to r.h.; staccato to Lh.
added according to m. 66 (cf. also E: staccato to

both hands).

174 b E: no b in last chord.

175-177 t Different phrasing in the sourceg (cf.\Qilf0 mm. 67—
69 t). Ac: slur fro) m! 1 %o m. 177,
n. 1, new slur fro 0 lagt e. E:

faulty slur
176 b G, tal o n.
176-1 o
76\etween the stayes).

hairpins; present in F, E (E: in
t Se& comment on mm.

178 b E, E: no f: ijala
imzaeadiaWMliba
t ou
fro 81 aftd
e resc. I beyond
3 ent m. 7% .
o) ~on one bed.

beat 1 (F, E: present only in m. 76);

rossed out with pencil and corrected
to F% same correction in F2rr; adopted in the pre-
sent edition; cf. also m. 188.

185 Ag, G: no decresc. hairpin (present in F, E; in E
beginning already on beat 2).

186, 190 t, Lp. Ac, F, m. 186, beat 1-2: no tie e'—¢'; beat 2-3,
el—e! | fi'~fz! not tied in the sources; ties in each
case added according to m. 78.
M. 190, beat 2-3: e’—¢' / fz'—f2' not tied in the
sources; ties added according to m. 82 (E: no ties

in m. 82).

186 E: cresc. hairpin from beat 2 to last note.

187 E, Ag, G: no decresc. hairpin.

187 b F: eighth note c#' on beat 2 dotted; possibly error
(cf. m. 79 and E, Ag, G).

188 Ag, G: no cresc. hairpin; present in F, E (in E ex-
tended to m. 189, beat 2).

188 t E, Ag, G: no long accent mark.

189 t, Lp. Ag, G: no tie b-b (present in E); tie present in
m. 81.

190 t, Lp. See comment on mm. 78, 190 t, Lp.

12 The editor thanks Hardy Rittner for this information.
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190-191 Ag, G: cresc. hairpin only in m. 191 from n. 6 to
bar line (E: from m. 190, last note to m. 191, 1* half
of beat 4).

191 b Ag, G: staccato to n. 6 F#1; not present in F, E.

192-196 t, u.p. Ag, G, 3 separate slurs: m. 192, n. 2-5; m. 193,
n. 1 —m. 195, end of beat 2; m. 195, beat 3 — m. 196,

n.1.E=F

192, 193 b E: % in each bar on beat 3.

194 E: hairpins between the staves. Due to ambiguous
notation of hairpins in Ac peak in G shifted to
n. 10 a (E = F).

194-195 b See comment on mm. 86—87, 194-195 b.

195 t Note 1 d# in all sources. However, the edition by

Hermann Scholtz" has di. Scholtz refers to an-
notated copies in his possession with autograph
entries of Chopin’s student R. von Konneritz, the
dedicatee of his Nocturnes op. 62 (married von
Heygendorf) which are now lost or whose loca-
tion is unknown. Among the renowned Chopin

interpreters of the early 20th cergry, Ragil
Koczalski played dk, A I 4.
195 tb All sources, beat 4: at-3of Wkt C
' n

on one eighth stem W otted.

Cf. also

in m. 201; E 5

m. 127-129: only Lh. notated), 159-213 not

written out.

1-2, 3-4, 9-10, 11-12 b  F: slur reaches only to n. 1 of the
respective 2™ bar; possibly error (cf. mm. 15-44,
mm. 157-200 and E (not always consistent), Ag).

1-44, 157-200 b  E: few places excepted, lower notes J 1 Jnot
tied. Ag, G: ties added inconsistently. Occasional

ties lacking in F1 have been added in F2.

7-8, 39-40, 163-164, 195-196 E, Ag, G: decresc. hairpin
extended to n. 1 of mm. 8, 40, 164, 196, respec-
tively; E no hairpin mm. 39-40 (also lacking in F1),
163-164, 195-196.

14 (170), 46 (202) b E: % only in m. 15 (171), beat 2 (m. 47,
beat 1); no % in m. 202 or 203; cf. also comment on
mm. 22, 178 b.

13 Frédéric Chopin. Sonaten, kritisch revidiert von Herrmann Scholtz

(Leipzig, 1879 and further reprints: C. F. Peters, publisher’s number:
9899).
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m.
. 20
oved between 1% and 2™ q
no change in m. 204gj
e . Ac:

16, 172 F: double bar line present in m. 16, but lacking in
m. 172; added according to m. 16. E: no double bar
line in any of the bars; present in Ag, G.

17 t Ag, G: additional quarter stem to n. 1 ¢z’

22,178t F1, E, Ag, G: n. 6 by'; in F2 changed to at".

22,178 b F1: % in m. 22 on beat 2; in F2 moved to beat 3,
but not in m. 178. We adjust the position of # to
m. 22. E: # only in m. 23 (179), beat 1.

31,187 b F1: % in m. 31 to r.h. note 4 (like Ac), moved in F2
shortly before last r.h. note. We adjust to m. 187
(cf. also E, both bars).

31-33, 187-189  Ag, G: poco ritenuto (m. 31, n. 3 — m. 32),
in tempo (m. 33, n. 1); not pregent in F, E.

32, 188 Ag, G: ~»to,r.h. note
46 202) b F1, n@é: Wi 27 quarter rest; in
F2 mo er a rest; F, m. 202: %
2" a . E: % only to m. 47, beat 1;
S

cleaflsig®nm. 202/203. Ac: # to 2™ quarter
e follow the reading in m. 202.
5

02-212) Different dyna in the sources. E:
mm. 46-508R0 dagha c. in m. 205 on beat 1
with dashe{ ingg Ac: cresc. already at

) ed by f at the end of

1, m. 48: % to 2" quarter re

E,

57, 21 ,

58 \l4 o accent in m. 58, but present in m. 214; Ag, Gt
no accent in m. 214.

8, 214 t G, G: n. 2 and 3 staccato, but no staccato in

m.214. E=F.

61 E: no legato.

61 b Ag, F: Bi erroneously not dotted; augmentation dot
present in E, G.

61-63 Slur to inner melodic line present only in Ag,

but after line break not continued to m. 63, n. 1 az.
In the present edition added according to parallel
places and Ac.

61-64 b  E: dotted chords not tied.

61-156 Different or faulty phrasing in E and lacking ties
at places in the whole middle section.

65-67, 129-131 b F, m. 67: slur extended to half note g ac-
cording to the more plausible reading of m. 131;
no slur in E, Ag, G.

65-88, 129-150 Ag, G: no slurs to inner melodic line; Ag,
mm. 151-152: slurring unclear; E: slurs only in mm.
77-88, 141-152.

67 b F: n. 1 a¢ stemmed upward, but in m. 131 and the
other sources stemmed downward. We adjust the
stemming in m. 131 according to voice leading
and m. 67. Furthermore, to clarify the voicing, in
both bars g# likewise has been editorially stemmed
upward.



F2p: penciled marking to n. 2 g% possibly finger-
ing 1; added in the present edition.

67-68, 131-132 b  Tie B-B only in F2.

68-69, 132-133 b F1, E, Ag, G, r.h.: no tie gé—g# (but present
in G, mm. 132-133); added in F2.

69 b F: slur from m. 67 after line break not continued,
possibly error; extended according to m. 133.

69-70, 133-134 b F1, E, Ag, G, inner melodic line: no tie to
gt—g% added in F2 only in mm. 133-134.

71-72, 135136 b E, mm. 71-72: tie e—¢; in mm. 135-136 no tie
e—e in any of the sources.

73-74 (137-138), 75-76 (139-140) b F1, E, Ag, G: no tie a¢—as,
g#-g% added in F2.

76-77 b  F: no tie fs—f3; added according to mm. 140-141 and

E (present also in Ag, G).

F1, Ac, G: Bi+B-B:1+B not tied; ties added in F2;

present in E.

88 t Agc: augmentation dot to b canceled; present in F,
G; lacking in E.

88-103 b Ag, G: no slurs to (inner) melodic line (Aa' @!
slur from m. 98, last note to the e f m. 9
adopted in G).

92 b F1, E, Ag, G: n. 2 G#+G#; in F2 0

93-94, 101-102 F1: no p in mm. 94, 102; ad

86-87 b

& (like Ag; no accent in G)

y; G has d§,

tie added wit

#t 3, new slur from m. 109,

n.
109-112 t, Lp. Slur to inner melodic line added according
to mm. 113-116; E, Ac, G: no slur in mm. 109-112,

113-116.

110-111 b F1, Ag, G: E+e—E+e not tied; ties added in F2, pre-
sent in E.

117-124 b E: slur begins in m. 117 only on n. 2 b+ds'. Ag, G:
no slur.

124 Ag, G: no long accent mark; present in E.

125-127 tb Ag, G: no slur to inner melodic line from m. 125,
n. 1ct tom. 127 n. 1 a¢.

129-131 b See comment on mm. 65-67, 129-131 b.

131-132 b F1, E, Ag, G: no tie B-B; added in F2.

137 b F: slur begins already on n. 1 a% possibly error;
we adjust to m. 73.

137-138 b F1, E, Ag, G: no tie as—a added in F2.

139 b F: ¢ mistakenly not dotted; added according to
m. 75; augmentation dot present in E, Ag, G.

N<e Ac, G) below r.
from 93, t3
dyna i

139-140 b F1, E, Ag, G: no tie to quarters g4—g% added
in F2.

150-151 b F1, Acg, G: Bi+B-B:1+B not tied; ties added in F2;
present in E.

152-156 b E is the only source to clearly extend the slur to
m. 157, n. 1 (F: slur not continued to m. 157 after
double bar line and line break; Ac: slur extended
beyond bar line; G: no slur).

157 E Ag, G:nof.

158 Only in E: decresc. hairpin (r.h. notes 1-5).

162 b F: # only to last note; adjusted to m. 6 (cf. also Ag;
E: placed exactly the other way round).

172 F, E: no double bar line; we adjust to F, . 16.

178 t See comment on mm. 22, 178 t.

204 b For pedaling, sedfom

49 (205) b.

45004),
205 For dy t > 46-56
02 .
PLar
m. 45-58, 79-85 not wrjtten
2-3t Only in E tj to n. 1 (¢'-¢');
injgeadi on\EloOr o’
. N
Vit

4b rkiNg the sources. F2si: ®a. faintl
i encil on beat 1; adopted in i

e to problems of space caused by line

. 4. The present edition follows m. 98
(dolciss.; cf. also Ac).

4-12 t Different phrasing in the sources. E, 4 slurs: m. 4,
beat4-m.6,n.2, m. 6,n.3-m. 8 n. 5 m. 8§ last
note — m. 10, n. 2; m. 10, n. 3 — m. 16, bar line. Ag,
G, 2 slurs: m. 4, beat 4 - m. 6, n. 2, m. 6, n. 3 —

m. 12, n. 2.

5-18 b F1: slurs to Lh. chords engraved short like ties;
extended (only) in F2 (E ambiguous) to the left and
right side protruding the note heads (as in Ag) to
make clear that these are no ties but slurs and the
two chords should to be struck separately. Lacking
slur to first pair of Lh. chords in m. 16 added in F2
(present in E).

E, Ac: slurs lacking at places (G largely follows Ag,
but adds further inconsistencies).

7t Ac, Gin.3-4 JJ.E=F.

8-9 Ac: cresc. hairpin from m. 8, Lh. note 6 to m. 9, Lh.
note 3; not present in F, E.

10-12 E, m. 11: no f; cresc. hairpin extends to r.h. note 5;

decresc. hairpin begins already on r.h. note 7 and
reaches to m. 12, last L.h. note. Ac: cresc. hairpin
only to 1% half of m. 11; decresc. hairpin in m. 12
extended to bar line.
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Ac: mm. 38-39, 54-55 one slur each; mm. 70, 71,
72, 73 one slur to each bar.

41, 42, 57,58, 73, 74 b  F: half notes b (ah) not dotted; error?

43

43 t

45 Db

47 t

58-59 b

58-63

67-68
68-69 t

69

69 b

71

75

75t
7590 t

76-78

76 t

E: half notes dotted (m. 41 excepted); in mm. 41,

42 no upward stem. Augmentation dots added in
view of voicing and according to E (cf. also Ag, G).
F, m. 42: n. 1 c#™+¢#' on one stem; adjusted to m. 41
and parallel places.

E, E: slur to middle voice n. 1-2 only present in
mm. 73, 74 (bb—ab). A, G: no slurs in any of the bars.
E: cresc. hairpin begins already in m. 42, beat 3.
Ag, G: no cresc. hairpin, but decresc. hairpin in

m. 44.

Ag, G: n. 3 and 9 dotted; E: only n. 3 dotted. The
present edition adds augmentation dots to n. 3 and
9 according to m. 59 and parallel places.

F1: whole-note chord E+B; in F2 changed to whole
note E + half rest. E, Ag, G show the reading of F1
and m. 29.

F, E: no quarter stem to n. 5 b; added accsd'.g to
m. 46 (cf. also Ag, G).

Ag, G: tie also to G¢—G# (cf. 42
in F, E.

E: long cresc. hairpin from m. 58, 9@
r.h _gpe

pt res

=F
bd by dashes to

esc. hairpin from

M. note 5 fz according to
m. e G).

Agc: decresc. hairpin begins only in m. 67, last note.
Ag, G: slur from m. 59 ends m. 69, last note; new
slur to m. 70.

E: no p, but cresc. hairpin (no dynamic indication
in mm. 37, 53). Ag, G: p followed by decresc. hair-
pin.

¢ ton. 1 a4 added according to E (cf. also Ag, G).

E: cresc. hairpin begins already in m. 70, n. 1.

E, Ag, G: no cresc. hairpin.

Ag, G: quarter stem to r.h. note 5 a.

For phrasing see comment on mm. 29-37, 42-53,
74-90 t.

E: cresc. hairpin begins only on r.h. note 11, m. 76.
Ag: cresc. hairpin only to m. 78, extended beyond
bar line.

Ag: quarter stem to r.h. notes 6 and 12 (n. 6 addi-
tionally dotted). E = F.

77-78 b
78 t

78 b

79-81 b

80t

80 b

82-88

84-87 b

94-95 b
95

95 b

95-96 b

97 t

98-99

98-105 t
100 t

102

Ag, G:slur fromm. 77, n.1tom. 78, n. 1. E=F.
F1, E, Ag, G: no quarter stem to n. 8 a5’; added in
F2. Only in F: n. 9 d#! dotted.

Ag: slur from n. 2 Ct to n. 4 Bi;; no pedal marking
to 1*' half of the bar and (like F) no # after ®a. on
beat 3.

F: slur from m. 79 not continued to m. 81, n. 1,
but see mm. 29-31, 45-47 (E: mm. 29-31, 45-47 no
slur; mm. 79-81 = F). Ag, G: slur in each case not
continued to 3™ bar, n. 1.

F, E: no additional quarter stem to n. 11 ¢#%; added
according to m. 46 t (present also in Ag, G).

Ag, G: decresc. hairpin to beat 1-3; not gresent
in F E.
F, E: no additionqu st . (cf. also
m. 47 t); added ac to . 30, 408K f. also
Ag, G).
nl a > 1n TAS6. ¥rho dynamic hairpins,
. Ag: decresc. hairpin from

6,94 (G: m. 86, n, 1) to m. 87, (G:n. 5),
pp'Pplaced to n. 9.
Additional quarter ster 2 agded ac-

E1+E in m. 85 after

onically simplified as b—as-b. Cf,,
:n. 1 of trill termination g= instead of
as (cf. all sources, trill in m. 93); G: main note of
the trill erroneously a2 instead of 4= leading to the
sequence as—gx—as-b#!, while E mirrors the notation
of Ac.

E: no tie cx—c=.

E, Ag, G: dim. placed only in m. 97, beat 2 followed
by dashes up to bar line (E: to m. 98, beat 1).

F: Lh. slur begins only on beat 3; error? E, Ac, G:
no slur to L.Lh. mm. 95-98.

E, Ag, G: tie m. 95, r.h. note 4 at — m. 96,

r.h. note 1 b).

All sources: n. 2 b= dotted, thus leading to m. 98,
n. 1 a4’ rather than to m. 97, n. 4 at’.

Only in E: no quarter c#* on beat 3.

F1, E, Ag, G: no do[l]ciss.; added in F2.

Ag: cresc. hairpin in m. 98 beyond bar line; p to
n.1, m 99.E=F

Ac: one slur from m. 98 t, beat 4 to m. 105, n. 1.
Reading in Ag, G:

Ag, G: no pp; present in F, E.
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103 t, 1.p. Only in F on beat 1 quarter f2' instead of quarter
rest; faintly penciled cross added to n. 1 in F2p;
faintly crossed out with pencil in F2st. The present
edition follows (F2p)/F2st (cf. also E, Ag, G).

104 Ag, beat 2: dim. followed by dashed line; not pre-
sent in F, E.
104 b F: last # placed to last eighth note, singular;

adjusted to the preceding bars (cf. also E, Ag, G).
104-105 b F: slur from m. 104 extended only to m. 105, n. 3;
possibly error (cf. E, Ag, G).

105 t E, Ag, G: no tie d#*—d#% cf. comment on m. 19 t.

105 b Agc: no # after initial ®». and no pedal markings on
beat 3 (but cf. m. 19).

106 t Agc: decresc. hairpin to beat 2—-4 instead of longer

accent mark. Cf. comment on m. 20 t. E=F.
107 b F: half rest erroneously lacking; present in E, Ag, G.
107-109 t  E: slur from m. 107, n. 4 to m. 109, n. 1.
108 Ag: f already to n. 2, m. 108; following cresc.

hairpin in mm. 108-109 crossed out, then (as in E
decresc. hairpin from m. 109, 3 @om. 1Q
(E: n. 1).

), n. 2;

109 b Ac: no % after initi
109-110 b Ag, G: slur from m. .
E=F

gin extended from m. 111, beat 1
m. 112. Ag, G have instead dim. in
fiter beat 2 with dashed line up to m. 112,

beat 3.
113 Ag, G: pp instead of p. E=F.
113 b F2st: horizontal curved line with pencil to indicate

that the lowest note of the r.h. chord be played
with Lh.; cf. similar marking in F2p.

115 t Only in F: additional slur to n. 1-3 a#'-b'—d#; error?
Not retained in the present edition.
Ag, G: after grace notes additional appoggiatura
d#' to n. 10 a#! (present also in E):

115-118 E, Ag, G: no hairpins.
117 t, Lp. F: no augmentation dots and quarter rest; possibly
error. Present in E, Ag, G.

117,118 t Ag, G: no arpeggio sign to chord 1.
119-120  E: no decresc. hairpin but accent to chord 2, m. 119.
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IV. Finale. Presto non tanto

Tempo E: only Presto.

1 E: Cresc. already to n. 1; dashes (like Ag, G) up to
the end of m. 8.

1-8b E: no pedal markings.

8b E, Ag, G: = also to Lh.

9 E: no p.

11 Ag, G: cresc. hairpin only to 2" half of the bar.
E=F

15 Ag: cresc. hairpin placed above r.h. and extended
to m. 16, n. 1. E: hairpin from m. 15, n. 3 to m. 16,
n L

16-17 t E, Ag, G, m. 16: no augmentgtion dot to half note

f£. E: no tie f2'-f3.
17t E G@ 4 S

d as regular eighths

like n. fional q§rter stem to n. 4
P6 di' (cf. comments on
1 t\gd 108 t).
t : no slur from n. 1 f# to n. 2 d%; added in F2

(Ac: notatign ambiguo

21%22 tb 1, n4ci tom. 22, n. 1
ty rgading).
22 tb ded according to
G, G: cresc. hairpin begins

E=F
2 N§qccid to n.

edifns f. als and in particular

2
4 oW dii®oNal quarter®tem to n. 3 ¥

30 inning of cresc. hairpin extended according

to mm. 34-35. E: cresc. hairpin from m. 29, n. 4

o m. 31 beyond bar line (cf. also mm. 33-35).

Ag, G: cresc. hairpin from m. 30, n. 1 to m. 31, n. 1.
34-35 End of cresc. hairpin extended according to

mm. 30-31 (cf. also E, Ag).
35b E: last note fz'+b! instead of d+f3".
36 t Ag, G: no additional quarter stem to n. 1 (cf. also

comment on mm. 122-123 t); in m. 32 no additional
quarter stem to n. 1 in any of the sources.

37-38 Only in E: cresc. hairpin from m. 37, n. 3 to m. 38
beyond bar line.

38Db Pedal markings in small print added according to
Ag, E.

39-51b E, Ag, G: no slurs to Lh. (cf. also comment on
mm. 76-90 b).

41b Pedal markings in small print added according
to Ag, E.

43 t F: slur extended to n. 2 (but cf. F, E, m. 241: there

only extended to n. 1). The present edition adjusts
the phrasing to m. 241 (cf. also E, Ag, G: slur ends
m. 43, n. 1; new slur from m. 43, n. 3).

43 Db E, Ag, G: n. 5 g instead of f4.

43,241 b F m. 43: pedal markings added according to
m. 241. Ag, m. 43: no %. E: ®» m. 42, n. 4 followed
by #% in m. 43, before n. 3; possibly error.



43-51 t Different phrasing in the sources. E, 2 slurs: m. 43, edition follows in m. 74 Chopin’s variant placing #

n. 2 - m. 47, n. 5; m. 47, n. 6 — m. 51, last note. Ag, to chord 2.
G, 3 slurs: m. 43, n. 3 - m. 46, n. 3 (?); m. 47, n. 1-6; 54, 58, 145, 149, 161, 165 tb  Ac: staccato to n. 1 (r.h. or 1.h.);
m. 48, n. 1 — m. 51, last note. not present in mm. 70, 74. E: only in m. 54 staccato
47, 48 b Pedal markings in small print according to Ag, E. to L.h. note 1.
52 Ag, G: ff; E: no dynamic indication. 54-56, 58-60, 70-72, 145-147 b F: slur ends in each case on
52-53 t E: no tie b-b. last note of the second bar, mm. 161-163 excepted.
53b F1, E, Ag, G: no accidental to last chord, lowest E has inconsistent notation. Ag, G: in m. 71 slur
note G; F2 adds 4 to G, probably error; cf. F2st, extended beyond bar line, after line break not
where # has been written over in pencil very resumed in m. 72; in m. 147 extended to n. 2.
clearly by & (additional penciled cross in the right 60-64b Ag, 2slurs: m. 60, n.2 -m. 61, n. 1, m. 61, n. 2 -
margin). m. 64, n. 1 (in mm. 153-155 no slurs in the sources,
53, 57, 69, 73, 144, 148, 160, 164 F: the dynamic design of except Ag, m. 153: slur to n. 2-4). No slygs in F E.
these bars appears to consist of a cresc. hairpin to 61-64t  Ag, G: one slur from 1. 61, n. 2
n. 1-4 followed by a second one from last chord 62-64 (152, 153-155) Differ@t d i rces.
of the first bar to chord 1 of the following bar (cf. mm. 62-64: no dy
comment on mm. 53-54, 57-58, 69-70, 73-74, 144— F crescgh ntin E, Ag, G
145, 148-149, 160-161, 164-165); inconsistent in the Is), i . 154, n. 1 (not present
sources. The present edition adds the respectlve 5 (not present in E, Acg, G in
slurs and cresc. hairpins not found in th e bars)

m. 62
(inggead of
be the staves

m. 147 (long accent mark to n. 2 Q i aain . : .
hai i - ;
. 163, n. chord 1 dotted changed ma

© (cf. also
e more plau-

source F according to the parallel ba

source.

bar present in F: pedal markings present in the parallel passage

in F2), 69-70, m. 143; added according to Ac.
F2), 160-161, 68-69b  Ag, G: no tie ds—dt. E=F.
76-89 Different position and length of dynamic hairpins
gC. hairpin placed to n. 1-4 in the sources.
#in F2, mm. 144-145, 164-165. F: in m. 77 decresc. hairpin extended to last r.h.
E: cresc. hairpin present in mm. 53 (n. 4-5), 57 note; adjusted to m. 79. M. 84: cresc. hairpin
(n. 4-5), 69-70, 73-74. No r.h. slur from last chord extended to r.h. note 8; in mm. 78, 86 extended to
of the first bar to chord 1 of the following bar last r.h. note; adjusted to m. 76.
mm. 53-54, 144-145, 160-161, 164-165. 76-90b  E, Ag, G: no slurs (cf. mm. 39-51 b); only in
Ag, G: cresc. hairpin only present mm. 53-54, m. 83 b slur and dots to chords 1-2, i.e. portato
57-58, 69-70, 73-74; all respective r.h. slurs present. (slur not present in E).
54, 58, 70, 74, 145, 149, 161, 165 b No pedal markings in F. 77 b E, Ag, G: additional quarter stem to n. 4 ¢ in the
E is inconsistent: in m. 54 ®a&. to n. 1, # to eighth present edition added according to mm. 78ff.
rest; in mm. 58, 74 ®e. to chords 1 and 2, % to 80 b F1, Ag, G: n. 2 f%; in F2 changed to e3’ (E = F2). Cf.
eighth rest and at the end of the bar; no pedal also comment on m. 171 b.
markings in mm. 70, 145, 149, 161, 165. 83 b Ag, G: chord 2 with c#'; not present in F, E (E: low-
Ac places # to chord 2, m. 74 (cf. E); a second # at est note erroneously e instead of f#); in the present
the bar line apparently crossed out. The placement edition adjusted to m. 174.
of # already to chord 2 (in the respective bars
from m. 145 onwar.ds short.ly before chord 2) ar.l- . 16 The editor thanks Hardy Rittner for this information; see Die ver-
nounces a change in pedaling of these bars as it is gessene Cantilene. Frédéric Chopins missverstandene Virtuositit (Kassel,

implemented in mm. 145, 149, 161, 165. The present etc.: Barenreiter), pp. 123f.
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164 tb

167 t

167, 169

167, 169 b

167-174 b

F2p, chord 1: vertical curved line with pencil from
c' to ab! to indicate ¢! to be played with r.h.

Ag, G: leggiero above r.h. staff; not present in F, E
(cf., however, m. 76).

Ag, G: cresc. hairpins differing exactly in oppo-
site way compared to F and decresc. hairpins in
mm. 168, 170 shorter. E: no dynamic hairpins in
mm. 165-184.

Last note of m. 167 in all sources a) instead of g.
Ag, G, m. 169: last note also a), whereas F, E have g
(cf. also mm. 76, 78: az).

E: no slurs. Ag, several shorter slurs: m. 167, n. 2
-m. 168, n. 6, m. 169, n. 1 — m. 170, n. 6; m. 171,

n. 1 -m. 174, n. 2 (G: slur after page break not
continued in mm. 172-174).

167-173, 175-179 b  Additional quarter stems added accord-

170 t

183-184 b
183-185 t

185, 189

186 b

186-187 b

187

ing to mm. 76-82, 84-89; cf. also E (there, however,
inconsistent) and Ac, G (no additional quarter
stems in mm. 169-171 except Ac which has addi-
tional stem to n. 1, m. 171).

Ag, G: different reading of n. 1-6

chg agce in m. 168 as

2 changed to db'. Cf. com-

(Se.. _ ¢
F1: no slur; added in F2. Cf. however, phrasing
in mm. 60-62, 151-153, 191-193 t and the other
sources.
Cresc. hairpin in m. 185 extended according to
m. 189 (cf. E, Ag, G). Beginning of cresc. hairpin in
F, m. 189 on n. 1; changed according to the plau-
sible reading of m. 185 (cf. also E, Ag, G). Ag, G:
additional cresc. in the opening of the cresc. hairpin.

cd in small print according to E.

E: different reading from all other sources (slur
from m. 183 after m. 184 not continued):

F1: no slur from m. 186, last note to m. 187, n. 1;
added in F2. Not present in Ag, G.
E, Ag, G: staccato only to Lh. note 1.

187, 191
187,191 b
187-188

192-195

E, Ag, G, beat 1: fz.

Ac: deviating position of .

Only in E cresc. _ _ _ from m. 187, eighth beat 2 to
m. 188, bar line.

Different dynamics in the sources. Ac: cresc.
hairpin from m. 192, eighth beat 4 to m. 195, n. 1
(m. 195, after n. 1: £ crossed out), and additional
cresc. across bar line of m. 193/194 in the opening
of the hairpin.

E: cresc. in m. 191, eighth beat 4 followed by dashes
up to m. 192, last note; cresc. hairpin from m. 193,
n. 1 tom. 194, n. 5; no fin m. 195.

193-195 tb F1: no slurs in Lh,; r.h. phrasing like AcG; added

203-207

207-217 b

209

211-214

214 b

or changed in F2.

E: one r.h. slur fi@@n , M3 to
m. 195, n. 1; no st 1. e 1 n@.h. slur(s).
Phrasing i

o

o

urs to pairs of eighths (eighth

beat 3-4, 6-1, 3—4, 6-1); not present in F, E

(cf. also mm. 96-97 b).

Different or contradictory dynamics in the sources
(see pp. 38f.).

E: long slur to r.h. from m. 207, eighth beat 3 to

m. 214, r.h. note 1; new slur from m. 215, r.h. note 2
to m. 217, r.h. note 1.

Ag, G: one long slur to r.h. from m. 207, eighth
beat 3 to m. 217, n. 1.

E: cresc. hairpin to whole bar; Ag, G: cresc. hairpin
extends to m. 210, n. 1.

Ag, G: cresc. hairpin from m. 212, last r.h. note to
m. 214, n. 1. E: cresc. hairpin only to m. 213.

F1, E, Ag, G: n. 3 and 5 ¢; F2 changes both notes

to f&.

Only in F no # at the end of the bar.

217,219,221t E, Ac, G: eighths 1-2, 3—4 beamed 7 4 J7 .

220 b
221

223 b

E: n. 3 and 5 c# instead of A%.

E: cresc. hairpin begins already in m. 220 on
eighth beat 4. Ac: no cresc. hairpin in m. 221, but
decresc. hairpin from the end of m. 221 to m. 223,
beat 1; not present in F, E.

F: n. 8 and 12 ¢ error? All other sources have B.
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225-226  Different dynamics in the sources. E = F, but (as in
Ac) no long accent marks to Lp. notes 2-3, 4-1.
Ag: cresc. hairpin from m. 225, Lh. note 2 to
m. 226, Lh. eighth beat 1 with additional cresc. in
the opening of the hairpin.

227-229  E: cresc. hairpin only from m. 227, eighth beat 6

to m. 228, last note.

Ag, G: cresc. hairpin from m. 227, eighth beat 4

to m. 229, n. 1.

230-232  Different dynamics in the sources. E, Ag: cresc.
hairpin from m. 231, eighth beat 6 to m. 232, be-
yond bar line (E: up to last note).

233-234 t, up. Ac (n. 1 f& not dotted): no tie f—f.

234 t, u.p. Quarter stem to n. 1 f#* added according to m. 36 t;
not present in E, Ag, G.

235 t, up. E, Ac: n. 1 with additional quarter stem; added
according to m. 37 t.

237-245 t Different phrasing in the sources (cf. also

mm. 130-143 t); at places contradictory. Both F

and E have a sequence of sevsa‘shorte

but deviating from eachgther.

ol

ate note — m. 238,

Changed in F2. Variant in E, Ag, G (cf. m. 135):

Red. #*

245, 246-247, 248-249 Agc, G: decresc. hairpins; not present
inF, E.

60

249, 250-253 b Pedal markings in small print according to
Ag, E.
250254  Ag, G: cresc. hairpin to mm. 250-253; ff in m. 254.
E: cresc. hairpin to mm. 250-251; no dynamic
markings in mm. 252-254.
253 t ¢ to note 2 g#* added according to Ag, G; not pre-
sent in in F, E.
254,258 t Only F places &% to n. 2 (i.e. to the main note) b’
in each case. In fact, it would make perfect sense
in m. 258 to play b? as appoggiatura (instead of V%),
thus concluding the previous passage.
256-258 b Ac: slur from m. 256, eighth beat 4 to m. 258, n. 1
(but cf. mm. 260-261 b).
+F; % placed before
the bars. F2 adds stac-

256, 260 b F1: no stacgato to c
chord@, n t
cato i ars after chord 2; ®a.
added to last eighth beat,

d
f
mQv
6, inMM. 260 to eighth beat 5 (this reading
ted for both bars in the present edition).

E, m. 256: % placed aft iochth beat 5, in m. 260 on
. >, Na urvéal marking(s) in the
i or eighth beat 4 without

already in m. 258 on eighth beat 4.
61 Ag, G: decresc. hairpin; not present in F, E.
61-262 t

G: slur ends at bar line of m. 261; new slur begins
in m. 262, n. 1 as in F; E: slur extends beyond

bar line of m. 261 suggesting no cesura after line

break.

268 b Ag, G: staccato to n. 1; not present in F, E.

270 b E, Ag, G: no tie ci—ct.

270-273  F1: no cresc. hairpin; added in F2 beginning in
m. 270 already on chord 2; error? Adjusted accord-
ing to the new phrase which begins in m. 270, last
eighth beat (cf. also Ag). E: cresc. hairpin from
m. 271, n. 2 to m. 273, chord 3.

270-282 t Different articulation in the sources. E: no articu-
lation in mm. 270-273 t; slur from m. 274, n. 1 to
m. 282, n. 1. Ac: staccato (instead of slurs) from
m. 270, chord 4 to m. 272, chord 4; slur to m. 273,
chord 1-3; new slur from m. 274, n. 1 to m. 281
beyond bar line, but after line break not continued
tom. 282, n. 1.

274-275 b E: cresc. hairpin between the staves from m. 275,
r.h. note 3 to m. 276, eighth beat 1. Ag, G: cresc.
hairpin below bottom staff from m. 274, eighth
beat 4 to m. 275 beyond bar line.

275-280 b E: ®&. in m. 275 before chord 2 (cf. Ag); # to eighth

rest in m. 277.



276 b
277278 b

278

279-280 b
280-281

E, Ag, G: no accent.
F1, E: no slur; added in F2. Ag, G: different articu-
lation, see footnote p. 43.

E: decres: to r.h. note 5, no dashes. Ac: dim. instead 282
of decresc., followed by dashes to the end of 282 b
m. 279. 284 tb
Ac: staccato to n. 1, m. 280; not present in F, E.

Ag: cresc. hairpin from m. 280, eighth beat 4 to 285D
m. 281, beyond bar line with cresc. added in the 286 b

e\
.. ‘e(\( e

opening of the hairpin in the middle of m. 281.
E: cresc. hairpin only in m. 281 with cresc. above
the hairpin on beat 1.

Only in E: no ff.

E: staccato only to Lh.; Ac: staccato only to r.h.
E: chord 1 dotted followed by quarter rest and
eighth rest.

E: no F# in Lh. chord.

Only in F2 # at the end of the bar.

( e
\,S;e&)\e 0%
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Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhandler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local
music or book retailer or in our webshop.
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