PERFORMANCE COMMENTARY

Remarks concerning the musical text

Variants furnished with the term ossia were marked thus by Chopin
himself; variants without this term result from discrepancies in the text
between authentic sources or from the impossibility of an unequivocal
reading of the text.

Minor authentic differences (single notes, ornaments, slurs and ties,
accents, pedal signs, etc.) which may be regarded as variants are given
in round brackets (), editorial additions in square brackets [ ].
Performers with no interest in source-related problems and wishing to
rely on a single text without variants are advised to follow the text given
on the main staves, whilst taking account of all markings in brackets.
Chopin’s original fingering is marked with slightly larger digits in Roman
type, 1 2 3 4 5, distinct from editorial fingering, which is written in
smaller italics, 1 2 3 4 5. The dashed signs indicating the distribution of
parts between the hands come from the editors.

General problems regarding the interpretation of Chopin’s works will be
discussed in a separate volume entitled Introduction to the National
Edition, in the section ‘Problems of Performance’.

Abbreviations: RH - right hand; LH— left hand.

Variations in E major, WN 6

/7 8\
P-13 Bars 31 & 33-34 E = M
3 3

p- 15 Bars 55 & 57 LH The last note of each half bar (a') is easier to

play with the RH.

Bars 67 & 69 The arpeggios can be played in a continuous way,
from G in the LH to the highest note of the RH.

RH The more stylish execution is to play the triple grace note in
accordance with the classic rule: c#?* simultaneously with the
other notes of the chord.

p. 17 Bars 86-87 & analog. RH The double grace notes are better

played in an anticipated manner.

Sonata in C minor (Op. 4)

I. Allegro maestoso

p. 20 Bar 17 & analog. LH The grace notes should be taken with pedal,

irrespective of whether pedalling was marked by Chopin or not.
In the editors’ opinion, a lack of signs may suggest a slightly ear-
lier release of the pedal, on the 3" or 4™ quaver of each half bar.

Bar 20 & analog. RH The grace notes may be executed both in
an anticipated manner and also together with the top and bottom

notes of the chord: **. In both executions, it is important that

they be lighter than the principal note.

Bars 37-38 & analog. RH It is best to begin the arpeggios — no-
tated as a group of grace notes or in the usual way — together
with the LH grace note and end them together with the principal
bass note.

Bar 42 RH From Chopin’s notation in this bar, it is not clear
whether the minim eb* should be struck at the beginning of the bar
or whether the note played by the LH in the previous bar should
be taken up silently. The latter possibility is supported by the
notation of the analogous bar 206.

p. 23 Bars 75-77 The grace notes should be performed in an anticip-

ated manner, beginning simultaneously with both hands, that is,
the LH grace note together with the first little note of the RH.
p. 27 Bar 155 Another possible interpretation of the authentic dynamic
markings (see Source Commentary):
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p. 28 Bar 179 Chopin also considered the possibility of playing the

beginning of the recapitulation f.

Il. Menuetto. Allegretto

p. 32 Bars 18 & 20 Easier execution of LH part in bar 18:
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Il. Larghetto

It may be helpful for obtaining a naturally sounding phrasing to be aware
of the metrical structure of this movement. Analysis of the rhythm of
harmonic changes and of the melody of the Larghetto leads to the con-
clusion that it is — with the exception of bar 24 — based entirely on
a complex time (3+2)/4; in bars 1-2 & analog. and 20 & 37 the distinct
symmetry of design is accentuated (2+1+2)/4. A 5/4 metre — generally
rare — appears nowhere else in Chopin’s oeuvre.

p- 35 Bars 14-15 LH In the editors’ opinion, the extensions of some
notes may have been imprecisely marked by Chopin (see Source
Commentary). Consequently, the following solutions may be re-
garded as admissible variants of the text:
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Bars 21-22 RH The double grace notes are better commenced
together with the f6 of the LH, although an anticipated execution
is also admissible. Either way, they should be played quickly and

lightly.

Bar 33 RH In the editors’ opinion, the first 2 signs = are best
played as long accents, emphasising the 1% and 2 semiquavers
of the four-note groupings on the 2" and 3" beats.

The notation of the 2™ and 3™ beats is an example of ‘harmonic
legato’, that is, holding the notes of the figuration with the fingers
so that chords are produced. The following notation makes it
easier to understand how long particular notes have to be held:

Bar 36 The editors propose a change of pedal on the 5" beat and,
to maintain a full sound, the use of ‘harmonic legato’, that is, hold-
ing the components of the harmony with the fingers:

r.Y | A
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IV. Finale. Presto

p. 38

Bars 4-6 & analog. LH It is not clear how one should understand
the combination of ties linking the note d* in bars 4-5 and c' in
bars 5-6 with the arpeggio signs before the chords at the begin-
ning of bars 5 & 6, since these markings appear to be contradict-
ory. Two possibilities present themselves:

— regarding them as slurs, not ties, and arpeggiating whole
chords with another strike of the notes in question;

— restricting the scope of the arpeggios to the bottom two notes
of the chords in question and tying their top note. Where hand
span is insufficient, the held note can simply be omitted; at
a quick tempo, this is barely audible.

Bars 103 & 312 RH The bottom note in the 2" half of bar 103 can

2

| |
be played with the LH: S)Ei—pPwkgr—o— . Analogously
in bar 312. | id

12 3 3 4 7

Bars 391-392 RH Chopin’s notation, in which only one note of
each two-note chord is prolonged, should be treated as simpli-
fied or conventional, since the appropriate effect is given by sus-
taining both notes each time.

Jan Ekier
Pawet Kaminski



SOURCE COMMENTARY /ABRIDGED/

Initial remarks

The present commentary in abridged form presents an assessment of
the extent of the authenticity of sources for particular works, sets out
the principles behind the editing of the musical text and discusses all
the places where the reading or choice of the text causes difficulty. Post-
humous editions are taken into account and discussed only where they
may have been based on lost autographs or copies thereof. A precise
characterisation of the sources, their relations to one another, the justi-
fication of the choice of basic sources, a detailed presentation of the
differences appearing between them, and also reproductions of charac-
teristic fragments of the different sources are all contained in a separ-
ately published Source Commentary.

Abbreviations: R.H. — right hand; L.H. — left hand; Var. — variation. The sign —
indicates a relationship between sources, and should be read as ‘and the source(s)
based thereon’.

Variations in E, WN 6

The circumstances surrounding the composition of the Variations are
unclear, as is the relationship between their two extant manuscripts.
Different scholars date the composing of this work to between 1820 and
1829. Such a large discrepancy is connected with the fact that whilst the
style of the Variations suggests that they could have been written in the
years 1824-1826*, the first indisputable trace of their existence does not
appear until 1829, when the autograph of the work, together with the auto-
graph of the Sonata in C minor, reached the Viennese publisher Haslinger
(see quotations about the Variations... before the musical text). Accord-
ing to Oskar Kolberg (see below, characterisation of MS), the production
of the second extant manuscript of the Variations was linked to the
Warsaw concerts given by Henriette Sontag, known to have taken place
in 1830. Yet this manuscript contains a number of places in a version
that is unquestionably earlier than the version of the Viennese autograph.
In the editors’ opinion, all the testimonies and facts concerning the
Variations can be combined in a coherent whole:

— the composing of the work, possibly in the circumstances described
by Szulc (1824-18287);

— the decision to publish abroad variations on a ‘fashionable’ German
theme; the preparation — on the basis of a working notation — of an
autograph Stichvorlage, with visible traces of corrections and additions
(1828-18297?);

— the submission of the Stichvorlage to Haslinger (1829; the work was
not published until 1851, after Chopin’s death);

— the preparation — on the basis of a working text, probably after the
polishing of certain details — of the manuscript presented to the wife of
General Sowinski (1830); it is not certain whether Chopin wrote this out
himself or had someone prepare it for him.

Sources

A Autograph submitted to the Viennese publisher Haslinger,
most probably in 1829, as the planned Op. 4 (private collection,
Vienna). It bears traces of final alterations made by Chopin (e.g.
in bars 34 & 40-41), but is not free of inaccuracies, particularly in
accidentals and slurring.

MS  Manuscript furnished on the title page with the following two notes
by Oskar Kolberg (Polska Akademia Umiejetnosci [The Polish
Academy of Arts and Sciences], Krakéw):

— ‘Chopin autograph for Mrs General Sowinski, at her request,
after hearing this song in a concert by Henriette Sonntag’;

— ‘| received this autograph from Mrs General Sowinski in 1852,
and | donate it to the Academy of Arts and Sciences. Krakéow 19
June 1874 [signature] O Kolberg’.

" Marceli Antoni Szulc writes, giving Oskar Kolberg as his source: ‘variations that the
teenage Chopin put together in an hour or so at the behest of Mrs General Sowinski
in her home’ (M. A. Szulc Fryderyk Chopin i utwory jego muzyczne [Fryderyk Chopin
and his musical works], Poznan 1873).

MS is a calligraphic fair text. The character of the script does not
preclude the hand of Chopin, yet the document contains certain
elements not found in (other) Chopin autographs:

— the abbreviation cresc. (Chopin wrote cres.),

— the two ways of marking pedal depression: by means of the
symbol 4, not used by Chopin, and the abbreviation ped., close,
but not identical, to Chopin’s ped (Chopin wrote this abbreviation
without the point).

Also, some of the errors made by the writer of MS (e.g. in bar
134) are more easily ascribed to a copyist than to Chopin.

The version of the Variations written in MS differs from the ver-
sion of A in many details. Some of these are certainly earlier,
since in A one sees evidence of their replacing with others (e.g.
in bars 34, 39-41, 64), while some (particularly in Var. IV) have
the character of equally valid redactions of certain details.

MS also contains several additions betraying a different pen (e.g.
in bars 11, 64, 68 & 136); these could be regarded as Chopin’s
corrections to a copyist’s manuscript, were it not for their dubious
stylistic quality; it seems more likely that they are the work of the
long-standing owner of MS, Oskar Kolberg, who planned to pub-
lish the Variations from the manuscript in his possession (cf.
commentary to Polonaise in Bb, WN 10).

GE First German edition, C. Haslinger (T.H.8148.), Vienna, July
1851, based on A. Numerous revisions were made in this edition,
with the addition of accidentals, above all, and of signs of articu-
lation and dynamics, fewer in number.

EE First English edition, R. Cocks & C° (9728, on most pages 9782),
London, May 1851, based on a copy of GE without the final altera-
tions. The base text was edited (with the addition of fingering,
among other things) by Brinley Richards. Despite this, EE con-
tains a considerable number of errors and inaccuracies.

FE  First French edition, S. Richault (10869. R.), Paris, May 1851,
based on a copy of GE without the final alterations. In FE a num-
ber of errors in the base text were corrected, although new mis-
takes were made.

IE First Italian edition, J. Ricordi (e 23299 e), Milan, June 1851,
based on GE. The base text was given in IE with a considerable
number of inaccuracies; a number of editorial changes were also
introduced.

Editorial principles

We give the text of A, correcting obvious errors and inaccuracies.
Wherever a version of MS may be deemed an alternative — and pos-
sibly a later — redaction of a particular place, we give it as a variant; in
some places, we also include more precise slurring and pedalling. The
versions of the first editions are discussed only when they influenced
later collected editions.

The title and dedication that we give in the musical text were
placed by Chopin in A. MS has an almost identical title, also written in
Chopin’s hand: ‘Steh’ auf, steh’ auf, o du Schweitzer Bub’ varié. In GE
(—FE,IE) the work was entitled Variations sur un Air national allemand,
in EE, German national air. The dedication in MS reads ‘a Mme SO-
WINSKA née de Schroeder’; the editions do not give this at all.

p- 11 Bar 1 Instead of A capriccio, MS has Animato. This manuscript

also gives the metronome tempo J=100. We do not give this
marking, since A capriccio, signifying considerable freedom in
the shaping of tempo, suggests that Chopin deliberately aban-
doned a strict definition of the tempo.

Bars 5-8 RH The number of notes in particular runs are given
only in MS.

Bar 8 RH Before the penultimate note of the run on the 2" peat,
the sources do not have the § lowering c#? to ¢%
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Bar 11 RH Beneath the g#° on the 4™ quaver MS has an addi-
tional e This note clearly differs from the body of the manuscript
in its shape and manner of notation; the authenticity of this addi-
tion is also dubious with regard to stylistic criteria (this e? sounds
less smooth with the d#’ at the beginning of the bar).

Bars 12-13 LH The tie sustaining B appears only in MS.

Bar 14 RH On the 4™ beat MS has a different rhythm: 2 quavers,
the second of which, b, is furnished with a pause.

Metronome tempo of the theme in MS: 4=100.
Bar 26 Metronome tempo of Var. | in MS: J=88.

Bars 27 & 35 RH In the 2" half of the bar MS has the original

ir " 3
contour of the melody: %% We give the version

of A (-GE—FE,IE,EE), in which traces of the removal of the
notes of the earlier version can be seen in both bars.

Bars 30 (2") & 32 LH On the 3™ beat MS does not have the note
e; it is highly likely that in both bars it was added in A by Chopin
when editing the already written autograph.

Bar 31 RH The main text comes from A (-GE—FE,IE,EE), the
variant from MS. In this instance, there is no visible evidence of
the order of the versions; it is also difficult to firmly single out
either one of them in stylistic terms.

Bars 31-34 RH The slurs in brackets come from MS.

Bar 33 RH In some later collected editions, # was arbitrarily
added before the penultimate note.

Bar 34 LH In the bottom voice MS has the crotchet e’ repeated
three times. In A it can be seen that Chopin replaced the origin-
ally written crotchets with a dotted minim.

Bar 38 LH As the 3™ crotchet MS has only e, written probably by
mistake instead of g# (cf. note to bars 30 & 32).

Bar 38 Metronome tempo of Var. Il in MS: d=76.

Bar 39 LH At the beginning of the bar MS has the octave E-e.
Visible in A are traces of Chopin’s removal of the upper note.

Bars 40-41 & 48-49 RH MS has the following version:

Visible traces in A show that Chopin removed the inner notes of
the chords in the first half of these bars.

Bar 42 (2° volta) Between the staves on the 2™ and 3™ quavers A
has a combination of dynamic hairpins and slurs that is not en-
tirely clear. In GE (—EE,FE,IE) the dynamic sign was read as
—, but in the editors’ opinion it is more likely that Chopin wanted
to mark here = (long accent), as in the analogous bar 50.

Bar 50 Metronome tempo of Var. Il in MS: J=66. This is an ob-
vious mistake: it should be d instead of .

Bar 64 RH On the 1° beat we give in the top voice the dotted
rhythm notated in A and MS. In GE (—EE,FE,IE) it was arbitrarily
changed to a rhythm of even quavers.

Bars 64 & 72 LH On the 3™ beat MS has yet the note G, tied to
the minim at the beginning of the bar. Visible in A (in bar 64) are
traces of the removal of the tie and the note.
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LH In MS crotchet stems were added to the 3™ qguavers of these
bars in a different pen. Chopin usually omitted this kind of formal
clarification of the notation, cf. e.g. Etude in C# minor, Op. 10
No. 4, bars 3 & 7.

Bar 66 (1) RH At the beginning of the bar MS has, most proba-
bly by mistake, the additional note b. Cf. bars 66 (2") and 74 (1").

Bar 68 RH Visible in MS in the chord on the 4" quaver is
a change of the inner note from from a’ to bb", written in a differ-
ent pen. The authenticity of this unifying change (cf. bar 70) — and
indeed of several others made in a similar way — seems doubtful.

Bars 68 & 70 RH The additional arpeggios and pauses given in
the footnote appear in MS. See note to bar 71.

Bar 70 RH The main text comes from A (-GE—EE,FE,IE), the
variant from MS. See note to bar 71.

Bar 71 RH The main text comes from A (-GE—EE,FE,IE), the
variant from MS. One can hardly suppose that Chopin might
have purposely omitted such a deft varying in A. It seems much
more likely that this and some other variants of MS (bars 68 & 70)
did not appear in the original redaction of the work, but were
introduced by Chopin as part of his later corrections, independ-
ent of those which preceded the writing of A. For this reason, we
give them as variants.

Bar 73 (1° volta) LH In A (-GE —EE,FE,IE) the note B on the 3"
beat has the value of a crotchet. This is most probably the ori-
ginal version, inadvertently left, as the following suggests:

— the correction from crotchet to minim in A in an analogous
place in bar 73 (2);

— the minim in this place in MS.

Bar 73 RH In bar 73 (2") the sign & with termination written out
appears in MS. It seems likely that the lack of the ornament here
in A and in bar 73 (1") in both manuscripts is due to inattention
on Chopin’s part.

Bar 73 (2° volta) LH On the 3™ beat MS has the crotchet g in the
top voice. This is most probably an earlier version, written here
inadvertently.

Bar 74 In both A and MS the final variation is marked as Tempo
di Valso. Already in GE (— EE,FE,IE) the inexistent, quasi-
Italian form Valso was changed to the French Valse, closest to it.
We accept this alteration: while Chopin used the French name of
this dance many times, he never used the lItalian (valzer).

The main text (without anacrusis) comes from A (-GE—FE,IE,
EE), the variant with anacrusis from MS. The sources provide no
grounds here on which to determine the order in which the two
versions were written. However, in several other works Chopin
added anacruses during the final phase in the completion of
a composition (e.g. Etude in Ab, Op. 25 No. 1, Waltz in C# minor,
Op. 64 No. 2), which is at least a strong argument in favour of
the authenticity of the version of MS.

Bars 74-89 Placed in MS after the 2" beat of bar 89 was a re-
peat sign instructing the player to reprise the 1% section of the
finale. The double bar line that appears here in A (-GE—FE,IE,
EE) proves that the version with the repeat is the earlier. It is
most likely, therefore, that in writing A Chopin consciously relin-
quished the repetition of this section.

Bars 85-89 LH In MS the accompaniment has the following form:

T T |
| | T | | T | | — |

T I L




Visible in A in the last chord of bar 88 and at the beginning of
bar 89 are traces of the removal of f¢ and b. It is most likely,
therefore, that the remaining discrepancies between the two
manuscripts are also the effect of Chopin polishing this passage
when writing out A.

Bars 105 & 129 RH On the 1° beat MS has even quavers. This
is certainly the original version (cf. bar 81).

Bars 110-113 LH The accompaniment in MS is here similar to that
it has in bars 86-89 (see example in the note to bars 85-89); only

in bar 112 does it have the following version:

We give the version of A, analogous to the version most prob-
ably improved by Chopin in bars 86-89, as the only one.

Bar 113 RH As the last crotchet MS has the third g#-b".

Bars 118-119 LH In MS these bars are identical to bars 114-115.
This is most probably a mistake by the writer (cf. analogous bars
94-95, in which both manuscripts have the same text).

Bar 134 RH On the last quaver MS has — certainly by mistake —
the sixth f#t%d®

Bar 135 RH On the photocopy of A in our possession, the minim
c#® is not extended with a dot. This is an inaccuracy of notation,
which we correct in accordance with MS and GE (—EE, FE,IE).

Bar 136 We extend Chopin’s abbreviation eleg., which appears
in A (-GE—FE,IE; in EE elegante), after the fashion of the
marking of Var. I.
LH At the beginning of the bar MS has b, which is most probably
a mistake. Also added to this note, in a different pen, is the fourth
d#’-g#’. This correction cannot be ascribed to Chopin, particularly
given the simple version of A (-GE—FE,IE, EE), which raises
no musical doubts.
p- 19 Bar 152 LH At the beginning of the bar MS has the octave E-e.
Visible in A are traces of the removal of the upper note of the oc-
tave.

Bars 155-156 LH MS has the following version: %ﬁ

r

Here, the connection with the next phrase is not so smooth (ninth
leap of the bass from e’ in bar 156 to d# in bar 157) as in the
version of A (-GE—EE,FE,IE) given by us.

Bar 170 RH MS does not have the crotchet e.

Sonata in C minor (Op. 4)

After writing the Sonata, most probably in the years 1827-1828, Chopin
intended to publish it and presented the fair manuscript, marked as
Op. 3, to publishers in Leipzig and then — together with the Variations
in E, WN 6 (see above) — in Vienna (see quotations about the Sonata...
before the musical text). At that time, however, its publication did not
come about, and when, twelve years later (in 1841), the Viennese firm
of Haslinger decided to issue the work, Chopin roundly opposed it.
Ultimately, the Sonata was published after the composer’s death, with
the opus number 4, not used by him. We give this marking in brackets,
to distinguish this work from the remaining opuses, the publication of
which Chopin never questioned.

Sources
A Fair autograph dedicated ‘a4 M" Joseph Elsner, Professeur a I'Uni-
versité Royale de Varsovie, membre de la Société philomatique

Source Commentary

de Varsovie, Chevalier de I'ordre de S' Stanislas etc etc.’ (The
Pierpont Morgan Library, New York). Although A is generally
carefully notated, with a large number of performance markings,
we also find mistakes, omissions and other inaccuracies (primar-
ily in the notation of accidentals and the slurring). Some of the
dynamic signs were probably added after the completion of the
musical text as a whole (as part of a self-correction), as is indic-
ated by the visible — at times even striking — differences in the
size and appearance of particular signs, and also the noticeable
instances of a lack of correlation between them (e.g. in movt. |,
bars 155 & 179). One’s attention is drawn to the undeveloped way
of notating long accents, which are often placed after the
accented note.

A contains pencil additions in a foreign hand: numerous en-
graver’s signs, but also a number of accidentals, added most
probably by the editor preparing the publication.

GE First German edition, C. Haslinger (T.H.8147.), Vienna, July 1851,
based on A. Numerous revisions were made here, with the addi-
tion of accidentals and also — fewer in number — signs of articula-
tion and dynamics. Some alterations go beyond the typical scope
of editorial revision (e.g. movt. 1V, bars 7 & analog., 103), but
none of them can be authentic, since Chopin — as he clearly
stated in a letter written in 1845 (see quotations about the So-
nata... before the musical text) — did not correct the proofs sent
to him a few years earlier, and the fact that the work was not
published until after his death shows that he did not change his
mind after writing that letter.

EE First English edition, R. Cocks & C° (9727), London, May 1851,
based on a copy of GE without the final alterations. The base text
was edited (with the addition, among other things, of fingering)
by Brinley Richards. Despite this, EE contains a considerable
number of errors and inaccuracies.

FE  First French edition, S. Richault (10868. R.), Paris, May 1851,
based on a copy of GE without the final alterations. In FE a num-
ber of errors from the base text were corrected, but new mis-
takes were made.

IE First Italian edition, J. Ricordi (S 23298 S), Milan, June 1851,
based on a copy of GE without the final alterations. The base text
was given in IE with a considerable number of inaccuracies;
a number of editorial changes were also made.

Editorial principles

We give the text of A, as the only authentic source, correcting obvious
inaccuracies and errors. We discuss the versions of the first editions
only when they influenced later collected editions. We unify the nota-
tion of long accents, placing them all either above or below the accent-
ed note (see characterisation of A), in accordance with the manner of
notation that clearly predominates in Chopin’s manuscripts.

I. Allegro maestoso
p- 20 Bars 1, 4-7, 179 & 182-185 We unify the slurring of analogous
passages of the exposition and reprise, since Chopin notated it
without due care in both places: in bars 7 & 184 he omitted the
slurs, in bar 179 he marked the beginning of the slur (more or
less from the 4™ quaver) imprecisely, and in bar 183 he slurred
only the 2" half of the bar.

p. 22 Bars 43-45 & 47-48 RH Above the last octaves of these bars GE

(—EE,FE,IE) has wedges. We do not give them, as they were
probably printed due to a misunderstanding: the ends of the note
stems, jutting out in A above the beam, were taken to be signs.

Bar 50 RH Missing at the beginning of the bar in the sources is
the minim eb-g’. This is certainly due to oversight on Chopin’s
part — cf. analogous bar 210.

Bar 59 LH Instead of the semibreve eb’ Chopin wrote here 2 tied
minims. We give the simpler notation of the analogous bar 219.



Source Commentary

This and several similar situations constitute either the remnants
of changes to the notation in earlier manuscripts or else a nota-
tion employed extemporaneously to avoid crossing out or delet-
ing the erroneous value already written.

Bars 60, 62, 220 & 222 RH The sources do not give the b above
the sign &r. However, db® (d1>2) sounds more natural in this con-
text, and the lack of a sign clarifying the sound of the upper note
of the trill or mordent is more the rule than the exception in Cho-
pin’s notation.

In bar 62 the sign & was omitted by Chopin, doubtless by acci-
dent.

Bar 67 RH Written in A between the third c*eb® at the beginning
of the bar and the third c%eb” on the 3™ quaver (placed at the
same height) is a slur of unclear significance. This is most proba-
bly a mistake on Chopin’s part; the line was not given in GE
(—EE,FE,IE), and it does not appear in the analogous bar 221.

Bars 65 & 225 RH On the 2" quaver we give f2 in line with the
notation of A. In bar 65 in GE (—EE,FE,IE) the octave sign be-
gins from this quaver, which alters its pitch to 2 In some later
collected editions, this erroneous version was given in both
these bars.

Bar 66 LH To extend the minim g at the beginning of the bar
Chopin used here a crotchet in the middle of the bar and a tie.
We adopt the simpler notation of the analogous bar 226 (see
note to bar 59).

Bars 66 & 226 RH In A, the last note of the bottom voice, g’, has
the value of a crotchet. This is undoubtedly an oversight on Cho-
pin’s part, corrected in bar 66 in GE (—EE,FE,IE).

Bar 79 LH In A there is no accidental before the lowest note of
the chord on the 4" beat, which gives eb. In GE (—EE,FE,IE) a §
was added here, certainly for the e® in the RH. More natural in
this harmonic context is the use of a C minor chord (in line with
the notation of A), which is unaffected by the chromatic line of
the highest voice. In some later collected editions this note was
omitted.

Bar 81 RH In GE (—EE,FE,IE) the slur placed in A beneath the
group of 4 quavers in the top voice was erroneously printed twice:
as a phrase mark over these quavers and as a tie sustaining the
minim g’

Bar 90 RH In some later collected editions the sign fr or av
was added above the 1% note. Whilst oversight cannot be entire-
ly excluded, the lack of an embellishment here is not glaring, and
Chopin could have had in mind, e.g., juxtaposing the chords de-
fining the modulation in bars 89-90 (both marked f&) or avoiding
a threefold repetition of the ornament in bars 90-94.

Bar 94 LH Chopin wrote the chord in this bar as a dotted minim
tied to a crotchet. We simplify this notation in line with the similar
bars 90 & 92 (see note to bar 59).

Bar 96 RH In GE (—EE,FE,IE) at the beginning of the bar, due to
a misunderstanding of the notation of A, the minim a#’ of the bot-
tom voice is not written under the top voice until its 3™ quaver.

Bar 102 LH The bracketed staccato dots on the 2", 3™ and 4"
crotchets are visible in A, but they do not appear in GE (—EE,
FE,IE).

Bar 124 RH Arbitrarily added in GE (—EE,IE) before the bottom
note of the 4™ quaver was a # raising f° to f#2 The erroneous
sign was removed in FE, and the b before e?in the next third,
omitted in the remaining sources, was added.
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Bar 139 RH The main text is the source version read literally; in
the variant, we take account of the possible omission by Chopin
of a b. In the three other analogous places Chopin immediately
introduces the key of the next four-bar unit (bar 123 D minor, bar
127 G minor and bar 143 Ab minor), which suggests that Eb minor
was intended in this bar as well. However, the harmonic context
of these 4 places — the chords in the previous bars — is not iden-
tical, which weakens the hypothesis of strict analogy. We encoun-
ter a similar situation in movt. IV of the Sonata: bar 154 begins
with a Bb major chord, after which in bar 155 Bb minor appears,
even though in all the analogous places the two bars are based
on uniform minor chords.

Bar 143 RH At the beginning of the bar the sources have db>g’
This is certainly a mistake: beginning the notation of a new page
in A with this bar, Chopin mistakenly placed this fourth within the
octave sign.

Bar 152 RH In GE (—EE,FE,IE) a § was arbitrarily added before
the cb?in the 2" third of the 2" half of the bar, changing it to ¢
We give the secure version of A.

Bar 154 RH On the 3™ quaver of the bar GE (—EE,FE,IE) erro-
neously has only cb®

Bars 155 & 179 A has unclear or contradictory dynamic mark-
ings in these bars: p between ff and fin bar 155 and f at the
beginning of bar 179 (above the also written p). This can be ex-
plained in the following way: Chopin added some of them later,
probably with the intention of removing the previous markings,
which he then forgot to do. In the musical text we give what we
consider to be the solution that is musically most natural and in
keeping with the markings adopted in GE (—EE,FE,IE). We de-
scribe a less likely interpretation of these signs in the Perform-
ance Commentary.

Bars 160 & 162 RH A tie was arbitrarily placed in GE (—EE,FE,
IE) between the two notes f' halfway through bar 162. In some
later collected editions the two notes g’ halfway through bar 160
were also joined, by analogy. The repetitions in bars 163-165,
constituting the development of the motifs from the bars under
discussion, prove the correctness of the version of A given by us.

In the 1% half of the bar A has the following nota-
............... |

Bar 170 RH
8

tion: . In GE (—EE,FE,IE) the tie sustaining db’
was engraved twice, which makes it look as if one of them refers
to f° We give the version of A, simplifying the needlessly com-
plicated notation of the manuscript (presumably an echo of some
earlier alterations).

Bar 178 RH In A there is not a single § raising ab to a. This obvi-
ous mistake was corrected in GE (—EE,FE,IE).

Bar 198 RH The lack of a grace note before the last chord may
be a mistake of Chopin’s; cf. analogous bars 20 & 34.

Bar 228 RH On the 2" quaver of the bar the sources do not give
the b lowering d?to db?(or the § restoring d?at the end of the bar).
This is certainly an error by Chopin; cf. analogous bar 68.

Bar 229 LH In A the notation of the 2" quaver of the bar is not
clear; consequently, on the photocopy available to the NE editors
it cannot be ascertained whether the note d’ appears there. In
GE (—EE,FE,IE) it is absent, yet the regularity of the chordal
progression, both here and in the analogous bars 71-72, tends to
favour the presence of this note.

Bar 236 LH On the 2" beat we give the triad according to A.
Due to a misreading, in the editions the note ¢’ was omitted.



Bars 236-237 RH The wedges above the last quaver of bar 236
and the first of bar 237 probably appear in A. This is not entirely
certain, since they partly merge with the wavy line which in Cho-
pin’s manuscripts defines the extent of an octave shift (presuma-
bly written later). In the first editions they were not given.

[I. Menuetto. Allegretto
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Bar 5 LH In some later collected editions, the octave Eb was arbit-
rarily added to the authentic eb at the beginning of the bar.

Bars 5 & 37 RH In some later collected editions, the chord at the
beginning of these bars was arbitrarily unified: in some g’was re-
moved in bar 5, in others it was added in bar 37.

Bar 52 RH In A there is no accidental before the db’; in GE (—EE,
FE,IE) this was deemed an error, and a § was added. Chopin
rarely wrote cautionary signs, and so the lack of a b before this
note cannot be considered an argument in favour of d? Stylistic
analysis does not enable us to clearly favour either version:

— the harmonic context of the neighbouring bars admits of the
use here of both a Bb major and a Bb minor chord;

— although d? does appear in the analogous bar 60, there db
would be harmonically inconceivable;

— in the version with d® three successive 4-bar units end with
a Bb major chord; on one hand this heightens the expectancy of
the Eb minor tonic that is to appear, but on the other it creates the
impression of a certain monotony.

In this situation, given the lack of clear indications that Chopin
made a mistake, as the main notation we give that of A.

2

Bar 64 In the sources, the repeat sign is turned only to the left,
which, given the presence of the same sign at the end of the
movement, is an obvious error. Similar inaccuracies can be found
several times in the young Chopin’s works; cf. Polonaise in Ab,
WN 3, bars 13-38 or Variations in D, WN 5, bars 92-107.

Bars 73, 75 & 77 In the sources, each of the triplets on the 2"
and 3™ beats has a slur. In Chopin’s notation — especially during
his youth — such slurs, although sometimes indicating also phras-
ing or articulation, are simply part of the marking of a ftriplet.
Wherever there is no doubt that this is their only function, we
omit them in our edition.

Bar 78 RH Giving the f? played on the 2" beat the value of
a minim may seem odd given the repetition of this note on the 3™
beat. Chopin presumably wished to suggest the emphasising of
this note as syncopation, or he may have been guided by formal
considerations, seeking to complete the rhythmic values of each
of the 4 voices. In some later collected editions, this notation was
regarded as erroneous and the fZ on the 3™ beat was removed.

[1l. Larghetto
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Bars 9-10 In these bars the interpretation of the slurs is particu-
larly difficult. In the LH Chopin wrote them with a flourish, gradu-
ally lifting the pen towards the end, so that one has to divine to
what note he intended the line to reach. It is also not always
evident when the slur begins. In the RH it is not clear to what the
line applies between the bars: in A it runs under the notes of the
top voice, so it may be read as a tie sustaining the last ab’ of the
bottom voice in bar 9 (that is how this detail was interpreted in
the first editions).

Bars 14-15 LH Despite the fact that the prolonging of the eb on
the 8" quaver of the bar to the value of a dotted crotchet seems
illogical, we retain the notation of the sources, since it is difficult
to pinpoint the kind of error Chopin could have made here. We
consider the most likely the two possible solutions given in the
Performance Commentary.

p. 36

Source Commentary

Bar 15 LH In the sources, there is no crotchet stem with the 5"
quaver, f. Comparison with the previous bar shows that Chopin
undoubtedly omitted it by mistake.

Bar 19 RH The main text is the version of the sources read
literally. The variant gives another possible interpretation of this
notation, assuming that Chopin mistakenly omitted the §. The
suspicion of error in a place containing no clear mistake is justi-
fied by the following circumstances:

— a Bb minor chord enhances the harmonic progression of bars
18-19 with a clearly new accent, whereas a bb-db-fb triad has
already been heard twice, on the 4" quaver of each bar;

— the omission of an accidental in this kind of context is one of
Chopin’s most common mistakes (cf. e.g. note to bar 31 of this
movement).

Bar 27 RH A has no accidental before the middle note of the
triplet on the 2" beat. This is certainly a mistake by Chopin — cf.
bsb", and not b’ as the penultimate note in this bar — corrected in
GE (—EE,FE,IE).

Bar 31 LH A has no accidental before the 8" quaver of the bar,
which is certainly an error, since f¢ is out of the question in this
context. Two possibilities remain:

— f as the most natural reading of the note written without an
accidental, melodically the smoothest;

— fb, which Chopin may have seen as obvious after the fb' of the
RH.

In GE (—EE,FE,IE) a § was placed before the note in question.

Bar 36 RH In GE (—EE,FE,IE) the first 2 chords were broken into
two voices, the top notes marked off with separate stems. We
give the notation of A.

Bar 42 RH We give the arpeggio sign according to A. In GE
(—EE,FE,IE) it also encompasses the LH octave.

IV. Finale. Presto
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Bars 7, 190 & 373 A has no accidentals in the 2" half of the bar;
the 1°' quaver of the RH should therefore be read as f2 the last
as f', and the corresponding note of the LH chord as f. In GE
(—EE,FE,IE) a # raising f to f# was arbitrarily added before all
these notes. Given that in A each of these 3 bars is written out in
its entirety, the accidental omission of sharps should be re-
garded as wholly unlikely. Consequently we give the version of A
as the only one, adding a cautionary § before the 1% of the notes
in question, in keeping with the general principles adopted in our
edition.

Bar 62 In some later collected editions the chord on which the
2" half of the bar is based was arbitrarily altered, with ab’ given
in the LH and ab? as the 2™ quaver of the RH.

Bar 63 LH In some later collected editions the 1% minim was
arbitrarily changed to a crotchet with a subsequent rest. One
sees evidence in A of Chopin making the reverse alteration, from
crotchet to minim.

Bar 67 The first sign # appears in A. The parentheses are in-
tended to suggest the possibility that Chopin made a mistake in
writing this sign. In our opinion, the proper moment for the pedal
to be released is indicated by the second sign (at the end of the
bar). Cf. pianistically analogous passages in bars 65 & 69.

Bar 103 RH We give the version of A. In GE (—EE,FE,IE) it was
arbitrarily changed to a version analogous to bar 312:

g



Source Commentary
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Bar 118 LH In A (—GE,EE,FE,IE) the sign f does not appear
until the beginning of the next bar. We correct this awkward no-
tation in line with the analogous bars 110 & 114.

Bar 136 LH In some later collected editions the last note was
arbitrarily changed from ct' to a.

Bars 139 & 354 RH In some later collected editions the versions
of the endings of these bars were unified, with the last quaver of
bar 139 moved up an octave or the last quaver of bar 354 moved
down an octave. This is clearly at odds with the notation of the
sources, in which these places differ in too many details for them
to be considered insignificant.

Bar 142 LH Omitted on the 4" beat in GE (—EE,FE,IE) is the f'
that appears in A. In some later collected editions ab’ was added
here.

Bar 150 On the 5" quaver of the bar the sources are lacking the
flats lowering g’to gb' and g°to gb> The harmonic context clearly
indicates a mistake on Chopin’s part (in A there are also several
flats missing with notes gb in neighbouring bars).

Bar 156 RH In A the extent of the slur, which we place in the 2
half of the bar, is not clear. In GE (—FE,IE) the slur begins ear-
lier, from the minim ¢ which is also a possible interpretation (in
EE the slur is missing).

Bars 156 & 160 RH In GE (—EE,FE) the bottom note of the chord
in the middle of bar 160 is prolonged by a dot, like the top note.
In some later collected editions this obvious error was repeated
in bar 156.

Bar 157 RH Missing in the sources at the beginning of the bar is
the b lowering d?to db® Here, harmonic considerations clearly
point to the accidental omission of this sign: a minor triad sounds
much more natural as a chord leading to the key of F minor in the
next bar.

Bars 172-175 LH We give the notation of A. In GE (—EE,FE,IE)
the arrangement of the beams was altered to the following, sym-

metrical to the RH:

Bars 180-182 LH A does not have the flats lowering e to ek on the
penultimate quaver. The signs were added in GE (—EE,FE, IE),
which seems correct in light of the key of C minor established
already in bar 176. However, the chords in the three bars in ques-
tion are of a transitional character (except for the G major chord
at the beginning of each of them), and so we cannot entirely ex-
clude Chopin’s use of e.

Bars 185, 187, 368 & 370 LH The sources do not give arpeggios
in these bars. This could be ascribed to carelessness, since the
corresponding chords in bars 2 & 4 have arpeggio signs. How-
ever, these places are not entirely similar, since the RH pas-
sages in the bars in question are written as groupings of 9 notes,
and so without a strike mid-bar, whilst such a strike does appear
in the rhythmic division of the opening bars of this movement,
making it easier to synchronise with the LH part. Therefore Cho-
pin could have omitted the arpeggios on account of the relations
between the hands. Bearing this in mind, we leave the notation
of the sources without additions.

Bars 216 & 220 RH In some later collected editions the bottom
note on the 3" beat was arbitrarily changed from ab to f.

Bars 219-220 LH In the sources the last crotchet of bar 219 has
a staccato sign and is slurred with the first crotchet in bar 220. In
this context these signs should be regarded as contradictory,
and so we omit the erroneous — in our opinion — slur.
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Bar 255 LH In A the notation of the 2" half of the bar constitutes
an interesting example of a ‘correction’ (presumably made in
haste), the result of which contains a more serious error than
that which was supposed to be rectified. Originally Chopin wrote:

but then, seeing the lack of the b re-
storing bb in the 2 group of quavers, he changed it to:

The editions have the correct text.

Bars 257-258 & 261-262 LH Arbitrarily added in some later
collected editions were ties sustaining ab? in bars 257-258 and
db? in bars 261-262.

Bar 265 We give f in accordance with A. In GE (—EE,FE,IE) ff
was printed here, most probably by mistake.

Bars 294-295 In A the instruction sempre legato is not written
until bar 295, but its placement suggests that it also applies to
bar 294, which ends the previous page of the manuscript. Cf. bar
154.

Bar 329 RH At the beginning of the bar we give the triad written
in A. In GE (—EE,FE,IE), the note ¢’ was omitted.

Bar 335 LH At the beginning of the bar GE (—EE,FE,IE) has the
fifth Bb-f. The wedge above Bb was misread as the note f.

Bar 336 LH In GE (—EE,FE,IE) the note ¢ at the beginning of
the bar has the value of a dotted minim. Due to corrections on
the 3™ beat, the notation of A in the 2" half of the bar is not en-
tirely clear (some sign was deleted beneath the minim ct’, where
one should expect a crotchet rest), yet there is nothing to sug-
gest that Chopin wished to extend the sound of the initial c.

Bar 343 RH At the beginning of the bar A has only a § raising
ab’ to a’. Given that a D major chord appears in the two previous
bars, the use of this chord here, too, seems natural. And that is
how this place was interpreted in GE (—EE,FE,IE), with the
addition of sharps raising f' to f¢' and f° to f#> However, on the
photocopy of A available to the NE editors one sees in front of
the bottom note of the chord in question a trace that could be
regarded as the remains of a scratched-out accidental. If this
were indeed the case, it would mean that Chopin checked the
accuracy of the notation here and presumably heard f-a’-f>

Bar 362 LH The lack of the note G; at the beginning of the bar
would appear to be a mistake by Chopin, since it appears in
analogous figures in bars 360 & 364. One may only wonder
whether the unwritten note was supposed to have been part of
an octave, as in bar 360, or a grace note, as in bar 364; stylistic
arguments fail to resolve this question. However, the second
possibility seems slightly more likely: in A the gap before the 1°
note of bar 362 is clearly larger than would result from the
density of the notation prevailing in this part of the page, which
may indicate the accidental omission of a planned element, e.g.
a grace note.

Bar 385 RH In some later collected editions the 7" quaver was
arbitrarily changed from 2 to ab’

Bar 391 RH In A the line marking the extent of the octave sign
breaks off towards the end of the previous bar (we do not have
the word /oco, which Chopin used to mark the return to the writ-
ten pitch). The error was already corrected in GE (—EE,FE,IE).
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