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CrosC"_..'---.. ~ ~ of P ... ~. ""'· e 
Practice in N ineteetJth-Century 
Editioffl ofB ~ .,-n's Piano 
SoLBtainE niajor, Opus 109 

AllismStar 

Beethoven's OptlS 109 piano sonata in E 
major is a masterfttl unfolding of dramatic and 
spiritual ideas, yet most editions of this abiding work 
of ait limit full understanding of Beethoven's vision. 
Beethoven's innovative notational directions and tight 
organizational structure are marred in almost all 
modern editions by text and orthographic mistakes. 
These can be traced back to the fu·st authorized 
edition, pt1blished by Matu·ice Schlesinger (Berlin, 
1821), whicl1 contained, according to Beethoven, 
"veiy many seriotis ei·rors" .1 A thorougl1 study of 
Beethoven's autograph and sketcl1es, as well as his 
errata lists and his correspondence with Schlesingei·, 
reveals that tl1e fit·st edition is f ai· from ideal. Many of 
Beethoven's corrections for OptlS 109 have been lost, 
and the existing sources for this sonata ai·e corrupt: in 
fact, between the two importai1t soU1·ces for editors, 
the autograph and the fit·st edition, tl1ere are over 600 
variants. Problematic as the first edition was, the 

' 

history of the text of this sonata during the second 

1 Beetl1oven's Letter· to Scltlesinger, Jttly 6, 1821, qt1oted in 
Williai11 Mereditl1's Saora.fa· 136:trnm's PiaroSaua inE Mqa; 
Opzrs JQ) (Pl1.D. clissertatior1, University of Micl1i~, 1985): 137. 



42 M itdai,qjai E Xjicmm 

half of the nineteenth century becomes more 
complicated by the two cliff erent cfu·ections taken by 
nineteenth-centtuy editors. 

The corrt1pt first edition of OptlS 109 
established a pattern of editorial discord that 
surrotmded the sonata for the rest of the centtrry. It 
persists in the two traditions of nineteenth-centt1ry 
editions of Opus 109: critical editions prepai·ed by 
scholai·s and pedagogical editions prepai-ed by f amotlS 
piano vittuosos. 2 These editions represent historical 
aitef acts d0ct1menting two a·osscw·rents of 
performance practice. They also ultimately 1·eflect a 
lai·ger polarity in nineteenth-centUty Beethoven 
reception: scholarly editors interpreted Beetl1oven as a 
classical composei· esteemed Vvithin the nevviy 
forming canon, wlille pedagogical editors intei·preted 
Beethove11 as an mnovator, a composer of " Music for 
the Futw·e." 

The corrupt Schlesingei· edition sei-ved as the 
source of cl1oice for many of tl1ese editions. 
However, these two categories of editors, the scl1olai· 
and tl1e pedagogue, faced additional challenges to 
intei·preting Beethoven's OptlS 109 in the existence of 
pirated editions. The rest1lt- there are more vai·iables 
in editions of OpllS 109 than in any otl1ei· Beethoven 
piano sonata. The dissonance between available 
scores -was exacei·bated by challenges of intei·pretmg 
Beethoven's mnovative langtiage. Optis 109 is a 
paradigm of Beethoven's late style, and his 
orthographic cfu·ections matcl1 the mnovative 
ai·chitectUt·e and intense spit·ituality of Opus 109. 

2 Refer to Appendix A , pp. 55-59, to deter111ine vvi1.icl1 eclitor 
belonged to vvi1icl1 editorial camp. 
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Tl1ese inclLtde verbal directions in Italian and 
German, agogic changes, sudden extreme dynamics, 
complex and ch·amatic artiCLtlation, and an increased 
use of the pedal. In order to emerge in a manner tl1at 
is t1ue to Beethoven's intentions, an edition must 
involve the evaluation of these directions on all 
autl1entic sources. But in tl1e nineteenth century, 
editors often failed to identify the correct authentic 
sources, and rarely consulted the autogi·aph. Tl1e 
aLttograph of OpLlS 109 was for many years in the 
private collection of pt1blisher Tobias Haslinger, and 
yet was never used as an editorial sotu·ce by scholars, 
st1ch as H. Biissmeyer. Instead, nineteenth-centtuy 
editors used a vai·iety of eai·ly printed sow·ces, 
inclL1ding pirated copies. 

I. Critical editions 
Enormous quantities of mt1Sic were p1·inted in 

the nineteenth centtuy, reflecting a boom in middle 
class commerce and edt1cation. To-wards the second 
half of the century, most of society focused 
increasingly on science and education as the new 
torcl1 of l1ope and welfare; yet, as society valued 
scientific advancements for the betterment of 
mankind, music was generally valt1ed for upholding 
standai·ds of the p-ast. In attempts to concretize the 
mt1Sical tradition into a form of text and attef act 
similai· to the otl1er a.its, the new scholai·ly field of 
musicology established a priority to document, 
catalogue and edit complete editions. By prodt1cing a 
complete critical edition of Beethoven's piano 
sonatas, a scholar was recognized Vvithin the academy, 
he contribttted to a series of national collections, and 
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he verified Beethoven's stattIS as a classical composer 
in the newly founded mllSical canon. 

The ideal of critical editions prodt1ced by 
scholai·s was to present a score that most closely 
represented the composer's intentions. Compai·ative 
studies reveal that nineteenth-centtuy critical editions 
of OptIS 109 generally fall into two subgroups. First 
there are those that presented clear copies of 
Schlesingei:' s first edition of OpllS 109, sucl1 as 
editions prepared by C. Kohler (Berlin, 1869) and 
Cai·l Krebs (Be:tl:xxen Ge;antau;~ 1898). Tl1is type 
of edition was generally free of editorial 
interpretation, and aimed to represent scores 
at1thorized by the composei:. It also duplicated the 
p1·oblems of the Schlesinger edition. By the 1890s, the 
Kcnfi,uim,A kcd:nie dr Kiin;te in Berlin distinguished 
this pai·ticttlar type of edition as Urtext . 

A second st1b-group of scholarly editions of 
OpllS 109 was claimed to be based on scl1olarly 
evaluation of authentic sources, with added editorial 
suggestions to clai·ify ambiguities. Tl1e principle of 
critical editing was to reach a balance between the 
composer's intent and tl1e editor's judgement, witl1 
editorial alterations designated separately from the 
original sot1rce and explained within a critical 
appai·attIS, either a Pref ace or through added 
commentaiy. 

Critical editions lai·gely suited the conservative 
style of pe1·fo1·mance practice taught at many newly 
f otmded conservatories. One of the most influential 
was the Leipzig Conservatory, founded by Felix 
Mendelssolm in 1843. Mendelssohn employed a 
f act1lty of classically trained mllSiciaI1S: Ignaz 
Moscheles (piano), Ferdinand David (strings), and 
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Moritz Hattptman (composition). The Leipzig 
Conservato1y became the model for a circle of 
affiliated schools employing faculty who revered 
Beethoven as part of the musical tradition: the Berlin 
Conseivato1y (1850); the Cologne Conseivato1y 
(1852) -with Ferdinand Hiller as director; the Beiin 
H cxb;cht,1/,e fiir M ifiik, founded by violinist Joseph 
Joachim in 1869; and the Conseivato1y of Frankfttrt, 
established in 1878 "With Clara Schumann as head of 
the piano depaitment. 

These schools produced generations of 
classically trained mtISicians "With distaste for the 
avant-garde and tl1eir "MtISic of the Future." Precise 
pei·f ormances of Beetl1oven' s intricately detailed 
scores, played at exceeclingly fast tempos, became the 
ltltimate test of a player's worth. It VvaS the 
perf ormei·' s duty to follow Beethoven's dit·ections 
dovVn to the finest detail to present a correct and fair 
interpretation. Conseivatory pianists tltrned to 
scholarly-prepai·ecl critical eclitions as the most reliable 
sotu·ce. H owevei·, critical analysis reveals that many of 
these nineteenth-centU1y editions contain 
ltnacknowledgecl altei·ations to the score. 

Editions in this category include: Moscheles 
(1858), Bussmeyei· (1880), Damm (1890), and the 
edition of Carl Reinecke (1886). Most of these 
editions involve orthographic omissions that refine 
Beetl1oven' s dramatic changes of tempo, articttlation 
and dynamics. To fwtl1er obsctrre Beethoven's 
original intentions, some eclitions contain ei·rors in 
notation. Tl1e edition of Carl Reinecke illustrates this 
type of critical edition. His edition (1886), produced 
especially for use at the Leipzig Conseivatory, lacks 
any critical commentaiy to explain his many 
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omissions, refinements and textual errors. Tl1is 
edition is sttitable for tl1e conseivative style of 
performance practice advocated at the Leipzig 
Conseivato1y that involved a light touch, ligl1t tISe of 
pedal and metronomic precision. In the first 
movement of Opus 109, Reinecke's editorial ol)jective 
appears to draw similarities between the two 
opposing tl1emes of V iure and A c4fo. In tl1e 
Andante theme of the tl1.ird movement, a classical 
approach to pulse is illtIStrated through Reinecke's 
phrasing and style of ornamentation. His edition is 
still in print by Breitkopf & Hfutel in Leipzig, ancl has 
been issued as an U rtext by Kalmus of New York 
since 1968. 

Scholars preparing critical editions of 
Beethoven's Opus 109 often did not follow the 
editorial ideals they claimed for theiJ· editions. Instead, 
most of these editions reflect an editor's own societal 
influences and culn1ral biases, 'Wi1ich effected the 
intei·pretation of Opus 109 as a classical composition 
by a classical composei·. Silent changes -withot1t any 
critical commentary illustrate that many of these 
editions tip the balance of authority to that of the 
editor. As Alan Tyson has documented, many 
unacknovviedged changes in some of these editions 
wei·e incorporated into the Nae Be:t/xx.,mA i~g;te.1 It 
is also impo1tant to realize tl1at most of these 
nineteenth-centwy critical editions are still in use 
today: including the editions of Moscheles, 
Zimmerman, Bussmeyei·, Pauer, Damm as well as 
Reinecke. 

j Alan Tyson1 Tl:EA it f:X?l t icEry,ishEclilio,5 ifB«tlxr.at (New 
York, 1983): 22. 
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II. PedagogicaV Im:erorettve 
A second category of nineteenth-century 

eclitions of Opus 109 was labelled pedagogical. In the 
nineteentl1 centwy, the ter1n pedagogical was used 
intercl1angeably Vvith the term interpretive to describe 
keyboard editions that contain added performance 
directions. 1 

111 the nineteenth-century, tl1e editorial 
principle of pedagogical editing was first to 
t1nderstand the work's overall constr11ction and 
conception, based on stylistic and 11istorical 
knovVledge of the comf-X)ser and hls place in l1isto1y. 
Based on thls information, the pedagogical editor 
would then interpret sol11tions to problems of 
techniqt1e and aesthetics. 

Most pedagogical editions were produced 
by famous piano virtuosos associated with tl1e New 
German School in Weimar, informally established by 
Franz Liszt. The New German School emphasized 
modern repeitoit·e and catl1olic taste. Liszt advocated 
artists as leaders for world-improvement, and 
mentored the individuality of each student as a f-X)et­
mt1Sician. A range of individual approaches to Opus 
109 is illustrated in the Complete Editions of Franz 
Liszt (1886), Hans von Bulow (1876), Sigmund Lebert 
(1877), Karl Klindworth (1884), Ernst Pauer (1885), 
E t1gene d'Albert (1902) and Carl Lamond (1923). 
These editions transmit an oral tradition of each 
editor's individual style and provide insights gained 
from working Vvith Liszt. 

1 I pref er tl1e ter1n peclagogic..-tl becatJSe of their instn1ctive n.atttre 
and becat1Se 111.my editions were publisl1ed witl1 the ter1n 
~A L~on tl1e title page. 
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Pedagogical editions have only begun to be 
valued by scholars, such as Georg Feder 
(Mu;-ikfbldqfe 1987). Feder places value on these 
editions as historical attef acts tl1at document virtuosic 
performance p1·actice. P1·eviously, scholars accused 
Weimar's pedagogical editions of making the score 
vit·tually tmrecognizable by overriding the compPser' s 
intent in f avotu· of imposing one's oVvn personality on 
the score. 

On the contrary, evaluation of nineteenth­
centtuy pedagogical editions reveals a remai·kably 
scholarly approacl1 to editing Beethoven. Interpretive 
additions ai·e deai·ly indicated through any 
combination of apparatus that includes bold type, 
separate staves, numbering and lettering footnoted 
systems, and an explanato1y Preface, Appendix or 
commentaty on the page. 

Ironically, one of the best editions of Opus 
109 is by Franz Liszt, yet Lmfortlmately this edition is 
out of print. Liszt began to edit the Beethoven 
sonatas in the 1840s, and published them individually 
from 1857 to1861. His Complete Edition, published 
yeai·s later in 1886, illustrates a modern approach to 
critical editing: additions are cleai·ly mai·ked and 
diset1Ssed in an added Appendix, -while the original 
source remains intact, and high consideration is given 
to facilitating technique to communicate the poet1y of 
the sonata. Additions include an increase to the use 
of the pedal, slurs to ot1tline thegrarr;kl~ and 
alterations to bat· lines, which correspond to 
st1ggestions made by modern sketch researchers 
William Mereditl1 and Nicolas Mai·ston. Liszt's edition 
is aimed at an advanced performer, in contrast to tl1e 
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l1e:ivily narrated edition of his son-in-law, Hans von 
Billow. 

Bttlow's edition (1897) has a continuous 
narrative clialogue directed at a student expected to 
fall into common teclmica1 traps. His goal is to direct 
the stttdent thi·ot1gh technical clif ficttlties considered 
within tl1e style of Beethoven's poetic language. His 
editorial st1ggestions appeai· clearly sep-dl·ate from the 
primary sow·ce, explained in both lengthy footnotes 
on the page and a substantial Preface. An increased 
use of the pedal, dramatic dynamics, agogic 
inflections and poetic citations, are indicated on the 
score like medieval gloss arot1nd what L isztians called 
"The N ewTestament". Billow states he l1as 
consulted several sow·ces and l1as corrected the 
erroneotlS notation and voicing of tl1e "new Leipzig 
edition" (Rei,im~). Bi..ilow stresses tl1at eveiy note in 
Beetl1oven is gold, and sl10L1ld tl1ei·ef ore be stt1died 
with "painstaki11g accuracy'' as a me:ins to understand 
Beethoven's message. 

Bi.ilow's editorial approach to Opus 109 may 
compare to the previously mentioned editorial 
examples of Reinecke. In the opening of the first 
movement, Biilow indicates numerotlS detailed 
directions on the score along with editorial 
commentary ettlminating in an editorial objective that 
appears to celebrate the differences between the 
opening V iir:tEand A ctg,o theines, which correlates 
with Bi.ilow' s orchestral approach to performance 
practice. Bulow' s editorial stress placed emphasis on 
long phrases, cantabile expression, ch·amatic dynamics 
and orcl1estral voicing. 

The value of pedagogical editions as 11istorical 
d0et1ments of reception history and performance 
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practice has just begun to be recognized by scholars. 
Unfo1tunately, most nineteenth-century pedagogical 
editions are out of print, except for tl1ose virtuosos 
wl10 went to America, including Bi.ilow and d'Albert. 

Editing Beethoven's music can never be fully 
objective. Authoritative decisions must be made at 
eveiy stage of the editorial process: whetl1ei· editing 
from Beetl1oven's autog,:aphs or fit·st editions, 
problems of detail exist, not all of wluch can be 
answei·ed definitively. Donald Tovey stated that 
whei·e Beethoven's art lacks tidiness, an editor will 
find amongst Beethoven's discrepancies "innumerable 
opp::>rtunities of learning ... what would never l1ave 
entered into his own editorial mind."~ Critical 
editions should offei· a score as true to Beethoven's 
original as p::>ssible. Changes sl1ottld be explained 
eithcr in a sei:rarate appendix, a pref ace, or throL1gl1 
commentaiy on the page. Most nineteenth-century 
critical editions of Beethoven's piano sonatas tl1at are 
still in print require a critical resp::>nse to tl1e silent 
interpretive changes. On the othei· hand, most 
nineteenth-centwy pedagogical editions ai·e OL1t of 
print, thot1gl1 tl1ey presmt a range of often valuable 
intei·pretive insigl1ts. 

N ineteenth-centwy scholars and vittL1osos 
fulfilled an editorial ideal in two different ways, each 
influenced by their own cultw·al biases that reveal 
divided attitL1des to"\.Vards how Beethoven fit into 
society- as part of tradition, or as an itmovator. Both 
types of editions are eqt1ally valuable as historical 
documents of cultw·e, society and reception histo1y. 

,; Donald Tovey, Tb:!CarfldeBmJx1.et1PiaJvSoraa;, Pref«E 
(London, 1931) 5. 
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The two schools of editing l1ave inflt1enced modern 
editing: editors tcxiay combine research and 
evaluation of primaty documents 'With a consideration 
of performance practice and knowledge of the 
composer's style and 11is place in histo1y. Yet, wlille 
both types of editions of Opus 109 l1ave validity, it is 
the pedagogical editions tl1at aim to metaphorically 
express the ephemeral natttre and aesthetics of 
Beethoven's style using commentaty addressed to a 
specific audjence. This editorial goal also underlies 
tl1at of modern musicology: to suppo11 a form of 
culttirally sensitive critical analysis aimed at rTu'lk.ing 
music accessible to both listener and perf 01mer who 
sE-ek to reach an interpretive vision in the spirit and 
chat·acter of Beetl1oven. 
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Appe.mixA 

N ineteeoth-Century EditiOffi of Beethoven's Piano 
Sonata, Opus 109 

Authentic Edition (Beethoven's at1thorized first eclition) 
• Adolpl1 Schlesinger, pt1blisl1er, Berlin, 1821, 

Inaugt,1ral edition acco111panied by a list of errata. 
Dedicated to Maximiliana von Brentano (daugl1ter 
of tl1e st1pposed Irrunortal Beloved). EqL1al rigllts 
of pt1blication sold to Artaria & Co., ancl Steiner & 
Co. (Vienna). 

Pirated E ditiom (no editor) 
• Johann Cappi (Berlin, 1822): exact copy of 

Schlesinger's edition (Berlin, 1821). 

• Moritz Schlesinger (Paris, 1822): tlSed corrt1pted 
printing plates of his fatl1er. 

• Sigmt1nd Lebert (Berlin, 1877): original sot1rce 
tmkn.OV/Il. 

Facsimile editiOffi 
• Envin Ratz (Vienna, 1908). Facsi111ile of 

Beetl1oven's al1tograph Vv'ith Preface by Ratz. 
Reprinted Vv'itl1 Preface by O. Jonas (New York: 
Robert Owen Lel1fllill1 Fot1ndation, 1965). 

• Willian1 Kinder111an (Indiana: University of 
Indiana Press, 2003). A rtaria 195· .&11:x:x,m,'s 
::,-k€Jdi:xxkfcrtf.EMissaSdemis an:f OpLIS 10. 
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Critical Editions (editorial revisions) 

Subgroup A: Urtextscores (little editorial 
intei-vention) 
• C. Kohler (Berlin, 1869): Original soLu·ce 

L1nknown; cl1anges strokes to staccatos and add'> 
fingering.No critical comi11entary. Reprint 1953, 
N ev.J York: G. Scl1ir1ner. 

• Carl Krebs (Berlin, 1898). Used at1tl1orized 
sonatas from tl1e Bml:aen G€SaJrtausg:h3, collected in 
tl1e 1860s. KrelJs was one of the first to consttlt 
Beethoven's at1tographs for n1any sonatas, but tISed 
Schlesinger's edition for OptlS 109. Considered the 
best edition of OpLIS 109 tmtil Heinrich Schenker 
consultecl tl1e autograpl1 for his edition (Vienna, 
1913). KrelJS's edition vVaS distingL1ished as Urtext, a 
tern1 offjcially recognized by tl1e Kaig,idxnA ka::krrie 
cw Ki:O~te(Berlin) in the 1890s. 

• Arthtu· Forte (Boston: Artl1ur Schmidt, 1917). 
U 11ext. In print. 

• Carl Martiessen (FrarikfL1rt: C.F. Peters, 1948). 
U11ext based on corrupt eel inat1gural edition. 

• B.A. Wallner (Mtmicl1: G. Henle Verlag, 1952). 
Urtext .In print. 

• Leo Weiner (BL1clapest: Editio MtJSica, 1959). 
U rtext. In print. 
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SubgroupB: ''Critical" EditiOffi (edjtorial 
interpretation) 
• Mtizio Cle.11enti (London: Clei11enti & Co., 1826): 
Clai111ed to present at1tl1orizecl editions, yet 
reintei·prets orthographic directions. His source for 
OptlS 109 was a pirated edition, although he gained 
at1thorization fro1n Beethoven for his eclitions of 
both the OpllS 110 and OpllS 111 sonatas. 

• Ignaz Moscheles (London: Crarnei· & Co., 1839). 
Reprinted by Hallberger in 1858. Highly altered 
score to accommodate early pianos. Asserted 11e 
tlSed printing plates of Carl Czerny's edition (Vieima: 
Haslinge.·, 1828). His 1858 edition t1Ses tl1e sru.11e 
faster tet11JX)S suggested in Czerny's revised edition 
of 1850. Did not take opporttmity to tlSe 
Beetl1oven's at1tograpl1. No critical con1mentru-y. 
Dedicates tl1e Co111plete Edition to Maxe Brentano, 
not jtlSt OpllS 109. Many ortl1ographic alteratioflS 
were accepted into N aeBfdlxu!nA tt->~ 

• HffifY Litolff (Braunscl1weig, 1860): scl1olru·ly 
approacl1; original sotu·ce tmknown. Alte.·s 
ortl1ographic directions including bru· lines, pedal 
directioflS and dynanucs; onuts G ei·111an directioflS. 
No critical co1nmet1tary. Praised by Leipzig 
Cor1Seivatory met11ber Moscheles and. Pru·is 
Conseivato1y scl1olru·s Zin1111ern1an and Fetis. Ot1t 
of print. 

• Agnes Z ilninerman (London and New York: 
Novello, Ewer & Co., 1873). Original sow·ce 
t1nlmown. Principle of editing l1onestly disctlSSed in 
Preface, wlule specific c11anges t1nclear and 
reflective of Liszt's inte.·pretation. Still in print. 

• H. Bi.Issmeye.· (Berlin, Paris, 1880): jointly 
pt1blished by Carl Haslinge.· (Be.·lin) and Moritz 
Scl11esinger (Paris). Original sol1rce is prooobly 
inat1gtu·al edition; tt1med do-wn opporttmity to t1Se 
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at1tograpl1. Alters n1a11y ortl1ograpl1ic directions 
witl1ot1t a·itical co11m1entary. Still in print. 

• Ernst Patter (London, 1885). Scl1olarly approach 
v\,jth brief Preface, original sotirce unknown. 
Probal::>ly for tJSe at Royal College of MtJSic, 
London. Beautift1lly botmd. Basis for edition by G. 
Bt1onan1ici (London: AL1gener, 1903). 

• GtIStav Datrun (Leipzig, 1890): pset1donym for 
scl1olar Theodor Steingraber. Many orthograpllic 
refinei.11ents and omissions. No critical co1nn1entaiy. 
Ot1t of print. 

• Cai·l Reinecke (Leipzig & BrtISsels, 1886). Still in 
print by Breitkopf & Hartel. Original sot1rce 
tmknown. Many incorrect notes and ortl1ographlc 
directions. No critical co1111nentary. Prepai·ed 
especially for LJSe at tl1e Leipzig Conservato1y. 
Reprinted as an Urtext by KalmtlS (New York) since 
1968. 

Pedagogical Editions (instrt1ctive and 
interpretive editing) 

• Franz Liszt (Vienna, 1886): lntei.·pretive 
st1ggestions kept cle-arly separate frorn the score, 
alterations tl1orot1gl1ly indicated tl1rot1gl1 a·itical 
apparatLIS. Many insigl1ts 1natcl1 suggestions of 
1nodern sketcl1 researcl1ei.·s. FlL1ent approad1 to 
tedmical problenis. Aimed at advanced performer. 
Edition organizes sonatas in order of diffict1lty, witl1 
OptlS 109 the most clifficttlt, followed by OptlS 106. 
One of tl1e best editions tmfortt1nately ot1t of print. 
• Hans von Bi.ilow (Stt1ttgart, 1872, 1880; New 
York, 1897, reprint 1903). First edition co-edited with 
Sign1tmd Lebert to Op. 53, witl1 added finget.·ings 
st1ggested by l11m1a11uel Faisst, Ignaz Lachnei.· and 
Franz Liszt. Scl1irmer reprint (1897) incltides 
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translations and an added Preface by Theodor Baker. 
Preface disCLJSSes elei11ents of Beethoven's style, and 
suggests sonatas in ordei· of difficL1lty-with OpLlS lo6 
as the most diffiCLtlt, folio~ by OpLlS 109. Highly 
instrL1ctive and constant ovei·-the-shoLtldei· narrative 
demands an intelligent conception of "tl1e great 
Mastei·" Beethoven's message as a 111eans to solve 
technical problems. Suggestions clearly separate in 
Preface and footnotes on the page. Dedicated to 
Liszt. Still in print. 
• SigmL1nd Lebert (Stt1ttgatt, 1877). Scholarly 
approach -with Pref ace and footnotes; practical 
fingering, for stt1dents. Ot1t of print. 
• Karl Klindwortl1 (Berlin, London and New York, 
1884). Instrt1ction appears separate in sn1aller print 
above tl1e score. Borre~ n1any directions from 
Billow. V eiy difficttlt fingei·ing. Ot1t of print. 
• EL1geried'Albert (Leipzig, 1902; New York, 
1915). Many directions fron1 Billow's edition; poetic 
inspiration states Beethoveri's Optis 109 is spoken (( in 
words, not in picttrres ... fL1ll of consolation and 
peace". Pref ace and critical co1111nentary explain 
genei·al 011l1ographic alterations. Still in print by C. 
F iscl1er of New York. 
• Carl Lan.1ond (Leipzig, 1923). Scl1olarly style of 
Klinclworth; yet relies on the edition of Liszt for 
orthograpl1ic directions. Preface and critical 
con1111eritaiy explain the 11igl1ly einotiofk'll and 
dramatic approach. 
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V arlation 6, mm. 16-17: tl1e Schlesinger edition of 
1821 (shown hei·e) tISes strokes at this point wlille 
othei· editions, such as the Reineke of 1886 llSe dots. 
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Abstract 

Dt1e to tl1e co1nplex pt1blication histo1y of 
Beetl1oven' s O ptlS 109, the first print eel edition of the 
piano sonata publisl1ed by M at1rice Schlesinger (Berlin, 
1821) contained, according to the co111poser, "veiy 111any 
sei·iotlS errors." Tl1e controversi,tl first edition of OptlS 109 
establisl1ed a pattern of editorial discord tl1at strrroL1ndecl 
tl1is sonata for the rest of tl1e cent Luy. 

This article examines specific nineteenth-centtuy 
editions of Beethoven's piano sonata OptlS 109 as 
prepared by two types of mtisicians: tl1e piano 
viltt1oso/ peclagogue and the theorist/ analyst. Critical 
analyses of tl1ese two editorial types 'Will draw on specific 
editions fro111 both schools by Franz Liszt (Wolfenbi.ittel, 
1857-61), Hans von Bt.Uow(Stt1ttgart, 1872), Carl Reinecke 
(Leipzig, 1886) and Gtistav Damm (Leipzig, 1890) in order 
to illtistrate the marked divide in the reception of 
Beethoven's mnovative ideas. These editions represent two 

• 
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often-conflicting interprE..1:ations of Wmet,a,~ and tht1S 
beco111e repositories for a·ossctrrrents of nineteentl1-
centL1ry perfor1nance practice. Moreover, tl1ese 
interprE..1:ative traditions refle::t a larger polarity in 
ninE..1:eenth-centtuy Beetl1oven re::eption: his dual identity 
as a dassia tl composer esteen1ecl -within the newiy f or1ning 
canon, and as an innovator -with a view to the f utllfe of the 
piano. Ultin-iately, a tl1orougl1 stL1dy of Beethoven's 
aL1tograpl1, errata, lE..1:ters and skE..1:ches reveals tl1at tl1ere is 
not one "ideal" edition that matches Beetl1oven' s intended 

• • 
VlSlOn. 
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