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Abstract 
 
 
 
 
 

Beethoven's cadenzas for his piano concertos are important manifestations of his pianistic and 
compositional development, from the early sketches through to the published compositions of 1809. 
While the compositional principles behind them have their roots in C.P.E. Bach's writing on 
improvisation, and the concertos themselves take Mozart's as their model, Beethoven altered the 
function of the cadenza, creating a more organic structure for the concerto.  The principal aim of this 
thesis is to examine the ways in which Beethoven constructs cadenzas for the first movements of his 
piano concertos so as to provide integrated structural extensions of those movements. This aim has 
been realised through a detailed re-examination and analysis, not previously undertaken, of all the 
relevant sketch material as well as a consideration and contextualisation of Beethoven's performances 
in relation to this material and the later printed versions.  

This reassessment also sheds new light on later performance traditions, principally those of the 
nineteenth century. Developments in the tonal qualities and sonority of the piano contributed to a new 
virtuosity among pianists of the generation following Beethoven. The cadenzas of Carl Czerny 
(arguably Beethoven's most significant pupil) and Czerny's student Franz Liszt demonstrably adopt 
Beethoven's compositional principles. Yet those by Beethoven's friend and colleague Ignaz Moscheles 
embrace the new figurations and surface complexities typical of this period. By contrast Clara 
Schumann would master a more compositional approach based on her understanding of Beethoven's 
style. 

The establishment of recording in the early part of the twentieth century means that certain 
nineteenth-century performance traditions can, with the help of other kinds of documentation, be 
reconstructed. Recordings of several pianists are considered here on account of their links to Liszt, 
Moscheles and Clara Schumann, and the special bond with Beethoven claimed by them and the 
previous generation. Amongst other features they provide evidence of the then current habit of 
integrating a newly-composed cadenza with the work.  
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Introduction 
 
 

 

 

 Scope and Aims of the Thesis 

 

The aims of this study are to examine both the role of the cadenza within the creative 

and performing life of Beethoven as virtuoso pianist and composer, and the ways in 

which his decisions and compositional principles were passed on to the following 

generations. This thesis considers Beethoven’s cadenzas from their complex inception 

in sketches and early performances, to their posthumous publication and 

performances in concert halls and recordings of the late nineteenth and early twentieth 

centuries. It offers an original attempt to combine source studies, contextual 

understanding, analytic investigation, and an awareness of the various performance 

traditions associated with the cadenzas, with a view to elucidating the historical 

transformation of the cadenza.  

After contextualisation of the role of the cadenza within the creative and 

performing life of Beethoven, achieved by a detailed examination of historical 

documents and accounts of Beethoven’s piano playing and performances, the 

concertos and cadenza sketches will be analysed. To underscore one of this study’s 

principal aims an attempt will then made to demonstrate, in relation to the first 

movements of Beethoven’s piano concertos, that Beethoven designed these cadenzas 

not only to act as structural and developmental extensions of those movements but to 

be compositionally integral to them. 
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Once this ostensibly formalist agenda has been addressed, this study aims to 

cast light on how Beethoven’s compositional decisions and principles were passed on 

to the following generations and what the implications for the nineteenth-century 

performance traditions associated with ‘improvisation’ were. This will be achieved by 

examining nineteenth-century pianists associated with the Beethovenian tradition in 

two distinct groups: those descended from the composer’s pupil Czerny, and those with 

links to his friend and colleague Moscheles. 

The study will conclude with an overview – a reception history of the cadenzas’ 

own reception  as seen through the early recordings of the piano concertos. 

 

 
   Situating the Cadenzas and their Performance History 

in a Scholarly Context 
 

Cadenzas provide an entrée into study of a composer’s compositional processes 

and methods for resolving the dilemmas associated with integrating ad libitum 

material into concerto form. In focussing here on Beethoven, the intention is to 

portray in greater detail than has previously been the case the composer’s pivotal role 

in the changes wrought in the form and function of the cadenza, and the way in which 

his or her particular circumstances influenced his or her desire to make these changes. 

 The cadenza within the first movement of a concerto is generally perceived as 

a special moment of improvisation and virtuosic display for the soloist between the 

penultimate 6/4 chord and the final orchestral resolution.  Such cadenzas can be said 

to fall into two types, integrated and non-integrated. In this study criteria relating to 

harmony, melody, rhythm, structure and date of composition will be used to cast light 

on the cadenzas’ integration with the text of their surrounding movements. The non-
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integrated cadenzas were clearly substitutable without musical disadvantage, as they 

lack these connections to the movement. The situation with integrated cadenzas is 

more complex and will be discussed as this thesis develops. For example, more than 

one integrated cadenza may exist for a particular movement. As Matthew Bribitzer-

Stull notes concerning the insertion of cadenzas in “The Cadenza as Parenthesis: An 

Analytic Approach”, “[the] most important task in analyzing a cadenza is to ask 

whether it is essential or inessential in two contexts: on the local level for bridging the 

gap between two vertical sonorities (mostly V6/4 and V 5/3 or V and I) and on the 

global level of the musical form in which it occurs”.1 

 The examination of Beethoven’s sketch and cadenza material in Part I of this 

study will investigate whether Beethoven’s 1809 cadenzas show an increasing affinity 

with the integrated type of cadenza, and whether this was his intention. Part II of this 

study brings together cadenzas by a number of different composers and performers to 

discuss their taxonomy in three categories (as detailed in section 1.7). This 

classification aims to differentiate between the integrative, quotational, and 

historically informed methods that might appear either together or separately in any 

particular cadenza.  

Beethoven gave his last solo piano performance with orchestra in 1808, and 

sketches for cadenzas for his performances in the years from 1795 to that point are 

extant, showing a variety of possibilities for this ‘improvisatory’ form. In 1809, 

Beethoven wrote out cadenzas for his first four piano concertos: op. 15 in C major; 

op. 19 in Bb major; op. 37 in C minor; and op. 58 in G major. He also wrote cadenzas 

for his 1807 transcription of the violin concerto for piano op. 61a, but these did not  

 

                                                
1 Matthew Bribitzer-Stull, “The Cadenza as Parenthesis: An Analytic Approach”, Journal of Music 
Theory, 50, no. 2 (Fall 2006), 211–51, 221. 
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Figure 1. Ludwig van Beethoven’s Werke. Vollständige kritisch durchgesehene überall berechtigte 
Ausgabe mit Genehmigung aller Originalverleger. Leipzig: Breitkopf & Härtel, 1862–88. Title page of 
Serie 9, volume 70a, 1864 (British Library, Music Collections H. 726). 
 
 
 

 

  



 14 

appear in print until 1864, fifty-five years later, as part of the Breitkopf & Härtel  

edition of the complete works (see fig. 1).2 

 A number of scholars have supported the suggestion made by Kinsky3 that all 

these cadenzas may have been written out for the Archduke Rudolph or some other 

pupil. This study will revisit Beethoven’s possible reasons for writing out cadenzas 

and examine the reasons behind the commonly cited 1809 date for them in more detail 

than has previously been attempted. As noted, the focus in this study will be on the 

first-movement cadenzas; the reasons for this are set out later in this chapter. Of the 

published first-movement cadenzas there are three for op. 15, one of which is 

incomplete; one each for op. 19 and op. 37; and three for op. 58.4 A number of 

editions were consulted, including the edition of cadenzas for Beethoven’s piano 

concertos published by G. Henle Verlag in 2013,5 but the musical examples given in 

this thesis are taken from the 2015 Bärenreiter edition by Jonathan Del Mar.6  

The most comprehensive analytical study of Beethoven’s cadenzas in the 

English language to date is that of Richard Friedman,7 whose doctoral thesis consists of 

a detailed analysis of each of Beethoven’s published cadenzas, and a study of his 

compositional style. Friedman makes a direct link between the eighteenth-century 

                                                
2 The cadenza for the first movement of op. 61a and the Eingang for the transition from the second to 
the third movement were published with the cadenzas for Beethoven’s piano concertos in 1864 in Serie 
9, volume 70a of Ludwig van Beethoven’s Werke. Vollständige kritisch durchgesehene überall 
berechtige Ausgabe mit Genehmigung aller Originalverleger. (Leipzig: Breitkopf & Härtel, 1862–88). 
A second eingang and a cadenza for the Rondo were published in 1969 in volume 10 of Sämtliche 
Werke: Supplemente zur Gesamtausgabe, ed. Willy Hess (Wiesbaden: Breitkopf & Härtel, 1959–71).  
3 Georg Kinsky, Das Werk Beethovens: Thematisch-bibliographisches Verzeichnis seiner sämtlichen 
vollendeten Kompositionen, Nach dem Tode des Verfassers abgeschlossen und herausgegeben von 
Hans Halm (Munich: G. Henle Verlag, 1955), 36, 47–8, 94, 138–9. 
4  The third cadenza HCB Mh 16 appeared for the first time in print in the Supplemente zur 
Gesamtausgabe, ed. Willy Hess, 10, (Wiesbaden: Breitkopf & Härtel, 1969), 74. 
5 Kadenzen und Eingänge zu Klavierkonzerten, ed. Friedhelm Loesti (Munich: G Henle Verlag, 2013).  
6 Concerto no. 1 in C major for Pianoforte and Orchestra, op. 15, Concerto no. 2 in B flat Major, op. 
19, Concerto no. 3 in C minor, op. 37, Concerto no. 4 in G major, op. 58, and Concerto no. 5 in E flat 
major, op. 73, edited by Jonathan Del Mar (Basel: Bärenreiter Kassel, 2015).  
7 Richard Friedman, “The Original Cadenzas in the Piano Concertos of Beethoven” (Ph.D. diss., 
Boston University Graduate School, Ann Arbor, 1989). 
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treatises of C. P. E. Bach8 and Daniel Gottlob Türk,9 and Beethoven’s ‘fantasy style’ of 

writing. This study acknowledges those links, but also looks for influences closer to 

home: the relationships of the first-movement cadenzas to the respective movements in 

which they are embedded. Both the dissertations by Friedman and that by Philip 

Whitmore (see further below)10 treat the third-movement cadenzas in an analytical 

manner, but in this study it is their different functions that will be further explored. This 

study also differs from that of Friedman in its exploration of the cadenzas’ importance 

in the performing life of Beethoven and musical life of Vienna, and in its tracing of 

their subsequent histories. It explores the influence of the performance contexts and the 

compositional processes involved. 

Two theses deal with cadenzas for the op. 58 concerto in G. The more recent is 

that of K. Kwan,11 in which a selection of cadenzas, by Clara Schumann, Johannes 

Brahms, Ignaz Moscheles, Anton Rubenstein, and Hans von Bülow, for op. 58 only, are 

analysed alongside Beethoven’s own cadenzas for that work, and the differences in 

compositional function between those written by performers and those by composers 

explored. Paul Rutman’s thesis12 reviews cadenzas for op. 58 only by Nikolai Medtner, 

Clara Schumann, Moscheles, Camille Saint-Saëns, Brahms, Eugen d’Albert and 

Ferruccio Busoni, and presents a cadenza composed by Rutman himself. It is largely a 

study of performance issues rather than sources and contexts. It draws comparisons 

between the cadenzas, but is mainly presented in the manner of a master class in 

cadenza playing. 
                                                
8 C.P.E Bach, Versuch über die wahre Art das Clavier zu spielen (Berlin: Henning, 1753). 
9 Daniel Gottlob Türk, Klavierschule oder Anweisung zum Klavierspielen für Lehrer und Lernende mit 
kritischen Anmerkungen (Leipzig: Halle, 1789). 
10 Philip Whitmore, “The Cadenza in the Classical Keyboard Concerto” (Ph. D. diss., Oxford 
University, 1986). Idem, Unpremeditated Art: The Classical Cadenza in the Classical Keyboard 
Concerto (Oxford: Clarendon Press, 1991). 
11 Kelina Kwan, “Cadenza as Reception: Stylistic and Structural Analysis of Selected Cadenzas for the 
First Movement of Beethoven’s Piano Concerto Op. 58” (diss., U. of Hong Kong, 1994). 
12 Paul Rutman, “An examination of cadenzas to Beethoven’s piano concerto no. 4 in G major, op 58, 
with an original cadenza” (Doctor of Musical Arts diss., The Juilliard School, 1974).  
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The two works of Philip Whitmore already mentioned bear much more 

significance for this study. His doctoral dissertation combines a comprehensive 

overview of the history of the cadenza with an examination of the characteristics of 

cadenza writing from its early appearances in Baroque forms through to the nineteenth 

century. In addition to C.P.E. Bach and Türk, Whitmore draws material from early 

writers on the subject such as Johann Quantz and Pier Francesco Tosi.13 With examples 

of cadenzas from many composers from all over Europe throughout the Classical 

period, he demonstrates the way in which early principles were observed by the 

cadenza writers of the late Classical period such as Mozart, Viotti, and Beethoven, and 

also shows these composers’ influence on the history of concerto form. Whitmore 

relates Beethoven’s cadenzas to contemporary Classical examples and focuses on the 

changes in style of the earlier Classical cadenzas and Beethoven’s 1809 cadenzas. The 

study then moves into the nineteenth century and the transformation of concerto form. 

The author explains the structure of cadenzas in keyboard concerto movements and also 

details the occurrence of cadenzas in other instrumental forms, such as sonatas and 

sinfonias. His book Unpremeditated Art14 is a revised version of the thesis and therefore 

broadly draws the same conclusions: with the rise of the virtuoso in the nineteenth 

century, difficult passages for the soloist were spread more evenly throughout the 

concerto, and it was no longer necessary to stop for a display of technical prowess in 

the recapitulation of the first movement; structurally the need to articulate a cadence at 

this point had disappeared, making an inserted cadenza redundant.  

The focus on the broader context of the history of the classical cadenza in 

Whitmore’s study means that there is now scope here for depth of analysis of the 

                                                
13 Johann Joachim Quantz, Versuch einer Anweisung die Flöte traversiere zu spielen (Berlin: Johann 
Friedrich Voß, 1752); Pier Francesco Tosi, Observations on the Florid Song, or sentiments on the 
ancient and modern singers (London: Wilcox, 1742). 
14 Philip Whitmore, Unpremeditated Art, 201. 



 17 

cadenzas themselves, and of their relation to the surrounding movements. The process 

of analyzing the sketches in this thesis will develop Whitmore’s suggestion that as 

Beethoven would have been capable of improvising a cadenza, he “regarded the 

cadenza as a compositional problem even at the time of composition of the two 

concertos mentioned. [op. 15 and op. 19]”. 15  One major difference between 

Whitmore’s study and this one is the way in which the present writer views the 

cadenza as a structural extension of the movement. Whitmore says that it is not 

possible for these (as he calls them) ad libitum cadenzas to fulfil the function of what 

he terms “thematic completion”, because:  

.. this technique requires that an aspect of the theme be left incomplete in its earlier 
 appearances in the parent movement. Beethoven could no more introduce such a 
 technique into cadenzas written for the already fourteen-year-old C major Concerto 
 than he could into the pair which he wrote for Mozart’s D minor Concerto, neither 
 work having been written with such a process in mind.16  

 

With reference to Beethoven’s sketch material, this study will show not only 

the way in which a number of thematic ideas and methods of development were 

planned at the same time as the sketches for the concertos themselves, but also the 

methods by which Beethoven uses the cadenzas to find compositional resolutions for 

the movements that would otherwise remain unresolved. 

A study about context, tradition, and analytic relationships could not have been 

completed without information about concert life in Vienna and other parts of Europe. 

Several sources in particular have provided valuable background information. They 

include the study of Beethoven’s life and works by Barry Cooper, 17  work on 

Beethoven’s concertos by Leon Plantinga,18 and Mary-Sue Morrow’s study of concert 

                                                
15 Ibid., 201. 
16 Ibid., 193. 
17 Barry Cooper, Beethoven (Oxford: Oxford University Press, 2000).  
18 Leon Plantinga, Beethoven’s Concertos: History, Style, Performance (New York: W.W. Norton, 
1999). 
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life in Vienna.19 Sandra Rosenblum’s study Performance Practices in Classic Piano 

Music20 provided invaluable insight into the relationship of the developing piano with 

textual musical matters. In Beethoven the Pianist21 Tilman Skowroneck writes about 

Beethoven’s piano playing and how matters of articulation, expressive approach, and 

technique are linked to developments in piano manufacture and compositional changes 

of style, supporting his argument with documentation including eyewitness accounts. 

This thesis draws upon elements of all of the works above but always focuses on 

Beethoven’s cadenza writing, improvisational style, and his compositional development 

combined with the implications of his innovations for nineteenth-century concerto 

form. 

 

                                                
19 Mary-Sue Morrow, Concert Life in Haydn’s Vienna: Aspects of a Developing Musical and Social 
Institution (New York: Pendragon Press, 1989). 
20  Sandra Rosenblum, Performance Practices in Classic Piano Music: Their Principles and 
Applications (Bloomington and Indianapolis: Indiana University Press, 1988). 
21 Tilman Skowroneck, Beethoven the Pianist (Cambridge: Cambridge University Press, 2010). 
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Chapter 1 
 

Beethoven’s Cadenzas: 
Scholarly Traditions and Contemporary Concerns 

 

 

 

1. 1. The Sketch and Source Material 

 

The sketch material has been an important source for this study. A number of 

publications have enabled it to be explored in detail. Table 1.1 gives an overview of  

 

Table 1.1 Surviving Sketch Material for Beethoven’s Piano Concertos opp. 15, 19, 37, and 58. 

Location and Date Details 
GB-Lbl, Add. Ms 29801 Kafka Miscellany, c.1786–99 Sketches for op. 15, op. 19, and op. 37. 
D-Bsb, Autograph 28, Fischhof Miscellany, c1786–99 Sketches for op. 15, op. 19, and op. 37. 
F-Pn, SV 214: Beethoven Ms. 61; 1790–92? One page of an orchestral score from the 

development of the first movement of op. 19. 
F-Pn, SV 223: Beethoven Ms. 70r; 1794–95 Cadenza sketches for op. 19. 
A-Wgm, SV 292: A 62v Sketches for the second movement of op. 15. 
D-BNba, SV 110 HCB Mh 63; 1794–95 Sketch material for the Rondo of op. 15. 
D-BNba, SV95: BH 121; 1794–95 Sketches for op. 19 first movement. 
D-BNu, Velten-Sammlung Folio 64 r–v 1794–95 Sketches for the first and third movements of op. 

15. 
US-Wc, SV 387 ML96.B44; 1794–95 Rondo sketch for op. 15. 
D-Bsb, Grasnick 1; mid-1798 – February 1799 Present size 39 leaves. Sketches for op. 15 cadenzas 

on fol. 2v, op. 19 first movement cadenza sketches 
and revisions, Adagio revisions, fols 19r–21v. 

Private collection: J.W.R. Dreesman. SV 359, fol. 1v, 1800 Sketches for the Largo and cadenza sketches for the 
Rondo movement of op. 15. 

A-Wn-h, PhA 230; 1800 Holograph leaf in private hands, currently 
inaccessible. Contains revisions to the Rondo of op. 
15. 

A-Wgm, Kessler Sketchbook, A 34; from about December 
1801 – about July 1802 

Present size 96 leaves. Sketch for op. 37 first 
movement on Fol. 15r.. 

Rus-Mcm, Wielhorsky Sketchbook, (SV 118: Mh 71); 
1802 to May 1803 
D-BNba, SV 118: HCB Mh 71 

Present size 87 leaves. May once have contained 
SV 118, a cadenza sketch for op. 37. 

Pl-Kj, Landsberg 6, SV 60, fol. 148v, 1804. Present size 91 leaves. First movement op. 58. 
D-Bsb, Autograph 19E,  SV 29: Bl. 96, 1804 Fols 32–35.  First movement op. 58. 
D-Bsb, Landsberg 10, SV 64, 1808 Present size 59 leaves. Op. 58. 
D-Bsb, Grasnick 3; from about early December 1808 – 
beginning of 1809 

Present size 43 leaves. Fol. 34v Cadenza sketches 
for op. 58 first movement. 
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whereabouts of the sketch material for Beethoven’s Piano Concertos, opp. 15, 19, 37, 

and 58, and includes a brief description of the present-day size of the sketchbooks 

with an indication of where the now-separated leaves may have belonged, to help 

establish chronology. More detailed dating information will be discussed with the 

relevant analyses in chapters 5–8. The material above differs from the Appendix in 

Anne-Louise Coldicott’s A Source Study of Beethoven’s Concertos,1 as it relates to the 

piano concertos with cadenzas to be analysed in this study. Coldicott recorded the 

dating, (presenting her material in chronological order from 1784–1815) location, and 

present-day whereabouts of sketch material relating to all of the instrumental 

concertos Beethoven worked on, both complete and incomplete. The information for 

Table 1.1 above was drawn from Kerman’s edition of the so-called Kafka Miscellany2 

covering the years 1786–1799,3 Beethoven’s early sketches in the so-called Fischhof 

Miscellany,4 Kramer,5 Lockwood and Gosman,6 and The Beethoven Sketchbooks.7  

 The history of Beethoven’s sketchbooks along with aspects of reconstruction 

and location has been considered in detail in The Beethoven Sketchbooks.8 It is 

unnecessary, and beyond the remit of this thesis to do anything other than to reference 

this study. In the introduction to his earlier work on Beethoven’s sketches in the  

 

                                                
1 Anne-Louise Coldicott, “A Source Study of Beethoven’s Concertos” (PhD diss., University of 
Manchester, 1986), 2 vols, 325–26.  
2  Joseph Kerman, ed., Autograph Miscellany from circa 1786–1799: British Museum Additional 
Manuscript 29801 (the “Kafka Sketchbook”), 2 vols (London: Trustees of the British Museum, 1970). 
3 Kerman, Kafka, 1, xxxvii–ix. 
4 Douglas Porter Johnson, Beethoven’s Early Sketches in the Fischhof Miscellany: Berlin Autograph 
28, 2 vols (Ann Arbor: UMI Research Press, 1977, 1980), 350–62, 364–85, 389–93. 
5 Richard Kramer, ed., Ludwig van Beethoven: A Sketchbook from the Summer of 1800, facsimile 
edition 2 vols (Bonn: Beethoven-Haus, 1996), 17–18. 
6 Lewis Lockwood and Alan Gosman, eds., Beethoven’s “Eroica” Sketchbook: A Critical Edition, 2 
vols (Chicago: University of Illinois Press, 2013), 15.  
7 Douglas Johnson, Alan Tyson, and Robert Winter, The Beethoven Sketchbooks: History, 
Reconstruction, Inventory (Berkeley: University of California Press, 1985), 77–83, 124–28, 130–36, 
137–45, 166–73, 174–79. 
8 Douglas Johnson, Alan Tyson, and Robert Winter, The Beethoven Sketchbooks: History, 
Reconstruction, Inventory (Berkeley: University of California Press, 1985).  
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Table 1.2. Earliest Extant Complete Printed Sources for Piano Concertos nos. 1–4. 

Op. 15 
 
D-Bsb, Autograph 12: autograph score of op. 15 
 
First edition – Vienna: Mollo, 1801 
 
Title page 
Grand Concert/ pour le forte-piano/ avec deux Violins, deux Alto, [sic] Basse et Violoncelle, deux Flûtes/ deux 
Oboë, deux Clarinettes, deux Bassons, deux Trompettes, et Timballes/ composé et dedié/ A Son Altesse Madame la 
Princesse Odescalchi née Comtesse Keglevics/ pas Louis van Beethoven/ Oeuvre 15/ à Vienne chez T. Mollo et 
Comp:/ Leipzig au Comptoir d’Industrie/ Franckfort Chez Gayl et Hedler/ 4“309 
 
Op. 19 
 
A-Wgm, A3: autograph score of Rondo in Bb WoO 6 (1793); the other movements do not survive 
 
D-Bsb, Autograph 13: autograph of the complete score of op. 19 (1798); the piano part is not complete 
D-BNba, Mh 4: completed piano part 
 
First edition – Vienna: Hoffmeister, 1801 
 
Title page 
Concert/ pour le/ Pianoforte/ avec 2 Violons, Viole, Violoncelle et Basse,/ une Flûte, 2 Oboes, 2 Cors, 2 Bassons./ 
composé et dedié/ à Monsieur/ Charles Nikl/ Noble de Nikelsberg, Conseiller aulique/ de sa Majesté Imperial et 
Royale/ par/ Louis van Beethoven./ Oeuvre XIX/ à Vienne chez Hoffmeister & Comp:/ à Leipsic au Bureau de 
Musique/ Prix 2. Rthlr 12 ggr10 
 
Op. 37 
 
D-Bsb, Autograph 14: autograph score of op. 37 
 
First edition – Vienna: Bureau des Arts et d’Industrie (1804) 

 
Title page 
Grand Concerto/ pour le/ Pianoforte/ 2 Violons, Alto, 2 Flûtes, 2 Hautbois, 2 Clarinettes, 2 Cors,/ 2 Bassons, 2 
Trompettes et Timbales, Violoncelle et Basse/ composé et dedié/ A Son Altesse Royale Monseigneur le Prince/ 
Louis Ferdinand de Prusse/ par/ Louis van Beethoven/ Op. 37/ À Vienne au Bureau d’Arts et d’Industrie./ 4 / 30 x11 
 
Op. 58 

 
A-Wgm, A 82 b: copyist’s score written out by “Copyist D”, Joseph Klumpar 
 
First edition – Vienna, Bureau des Arts et d’Industrie: August 1808 

 
Title page 
Viertes/ Concert/ für das Pianoforte/ mit 2 Violinen, Viola, Flöte, 2 Hautbois, 2 Clarinetten,/ 2 Hörnern, 2 
Fagotten, Trompetten, Pauken,/ Violoncell und Bass./ Seiner Kaiserlichen Hoheit, dem/ Erzherzog Rudolph von 
Oesterreich/ unterhänigst gewidmet von/ L. van Beethoven./ Op. 58/ Wien und Pesth, im Verlage des Kunst u. 
Industrie Comptoirs/ 6 f. 30.12 
 

 

                                                
9 British Library, Hirsch IV, 252. 
10 British Library, Hirsch IV, 256. 
11 British Library, Hirsch IV, 280. 
12 British Library, Hirsch IV, 298. 
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Fischhof miscellany13 Johnson gives an account of the history of sketch study, and the 

change in attitude of scholars towards Beethoven’s sketches with the reasons behind 

these changes. His introduction also includes published materials, such as scores and 

biographical materials, that reflect the growing interest in the study of Beethoven’s 

life and work. Since Johnson’s study, an ever-increasing number of facsimile 

editions14 have been produced, which is a further indication of the dramatic change in 

the way in which scholars and performers have viewed sketches to Beethoven’s works 

since the second half of the nineteenth century.  

Alexander Wheelock Thayer15 notes that he was “the first person ever to use 

Beethoven’s Sketch Books for chronology”.16 Nottebohm17 used the sketches largely 

to establish the chronology of the works, but his interest in musical content was 

related to the way Beethoven’s work reflected on his genius, rather than as a guide to 

the technical genesis of the musical works. His studies were therefore somewhat 

limited, to examination of relatively complete works.  

Douglas Johnson makes the point that the nineteenth-century image of 

Beethoven affects the musical relevance of the sketches: 

 

Eccentricity and artistic conscience, the two qualities that transformed the Romantic 
artist into a high priest, were possessed by Beethoven in superabundance.18 

 

                                                
13 Johnson, Fischhof.  
14 The facsimile editions relevant to this study have been referred to in the footnotes relating to Table 
1.1 above with the exception of Willi Hess, ed., Sämtliche Kadenzen The Complete Cadenzas: Ludwig 
van Beethoven (Zurich: Eulenburg, 1979). 
15 1817–1897. See Elliot Forbes, ed., Thayer’s Life of Beethoven (Princeton NJ: Princeton University 
Press, 1970), vi–viii. 
16 From a letter to his translator Deiters dated 1 August 1878; quoted by Elliot Forbes in his preface to 
Thayer’s Life of Beethoven, viii. 
17 Gustav Nottebohm, Beethoveniana: Aufsätze und Mittheilungen (Leipzig: J. Rieter-Biedermann, 
1872), and Zweite Beethoveniana: Nachgelassene Aufsätze (Leipzig: J. Rieter-Biedermann, 1887).  
18 Johnson, Fischhof, 1, 4. 
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Whilst allowing the sketches to remain symbols of these qualities, scholars failed to 

engage meaningfully with their musical relevance. Johnson draws attention to Ludwig 

Nohl19 in particular, making the point that Nohl championed the Wagnerian view of 

“Beethoven’s role as prophet and guardian of ‘die heil’ge deutsche Kunst’ [‘sacred 

German art’]”, and that he did this to exclude other foreign biographers such as the 

American Thayer.20  

  In his Die Bedeutung der Skizzen Beethovens zur Erkenntnis seines Stiles,21 

published in 1925, Paul Mies suggests that an understanding of the basics of 

Beethoven’s melodic style could be based on the sketches. His work appears limited 

in scope, as he relied almost solely on the published transcriptions by Nottebohm, but 

he makes two points of great importance to this study, which will be examined in 

greater detail in the analysis of the 1809 cadenzas and their relationship to the sketch 

material. The first is that sketches can provide the evidence of ways in which themes 

are connected, within a movement, a work, or a set of works.22 The second is the way 

in which sketches can reveal the original creative relationships between the motives. 

The developments in harmony and rhythm can be followed, thus clarifying some 

underlying structural connections when the external relationships (such as note 

values) have been through a process of alteration.  
                                                
19 Ibid., 4. Nohl, (Karl, Friederich) Ludwig, (1831–1885). He was a German writer on music who 
was known principally for his works on Mozart and Beethoven, including editions of their letters 
(see below). His reminiscences of Liszt (in his biography Liszt. Leipzig: Philipp Reclam, 1882) were 
based upon personal knowledge. Ludwig Nohl, Mozart (Stuttgart: Friedrich Bruckmann, 1863, 1877 
as Mozart’s Leben, Leipzig: R. Reisland, 1870, rev. 1906 by P. Sakolowski; Lady Grace Wallace, 
The Life of Mozart, Eng. trans., London: Longmans, Gree, and Co., 1877 and 1880), Beethoven’s 
Leben (Vienna: 1864,and Leipzig: Ernst Julius Günther, 1867–77, rev. 1909–13 by P. Sakolowski), 
Beethovens Brevier: Sammlung der von ihm selbst ausgezogenen oder angemerkten Stellen aus 
Dichtern und Schriftstellern alter und neuer Zeit (Leipzig: Ernst Julius Günther, 1870, rev. 1901 by 
P. Sakolowski), Die Beethoven-Feier und die Kunst der Gegenwart (Vienna: Wilhelm Braumüller, 
1871), Beethoven nach den Schilderungen seiner Zeitgenossen (Stuttgart: Cotta, 1877; Eng. trans., 
1880, 1895). 
20 Johnson, Fischhof, 1, 4.  
21 Paul Mies, Die Bedeutung der Skizzen Beethovens zur Erkenntnis seines Stiles (Leipzig: Breitkopf & 
Härtel, 1925).  
22 See Paul Mies, Beethoven’s Sketches: An analysis of his style based on a study of his sketch-books, 
trans. Doris L. Mackinnon (London: Oxford University Press, 1929), 114. 
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Another development in sketch material scholarship was the way in which 

scholars, such as Schenker in his Erläuterungsausgaben,23  began to use the sketches 

as evidence in discussions of Beethoven’s style to support analytical points. This 

change in scholarly interest to the genesis of works and musical relationships between 

them, has resulted in a number of publications, in particular more facsimile editions to 

make the study of the sketches more accessible. 

The 2014 Thematisch-bibliographisches Werkverzeichnis 24  describes the 150-

year-old tradition of cataloging the works of Beethoven. In the introduction it details 

the changes of approach from the first Thematisches Verzeichniss25 published by 

Breitkopf & Härtel with its emphasis on commercial listings and works that appeared 

under Beethoven’s name but authorship was in doubt, to the 1955 edition of Das 

Werk Beethoven 26 “…the indispensable tool for everyone with a 

historical/bibliographical interest in  Beethoven...” 27 The introduction of this new 

thematic catalogue also describes in detail the source materials that it has taken into 

account (pages 44–45) to produce a work which includes expanded content such as 

new works without opus number, sketch information, and lists of printed editions with 

collection locations, whilst rejecting works that have not been authenticated. 

With the aid of the sources and the materials above, evidence will be presented 

for the examination of three crucial, central facts: 

 
                                                
23 Die letzen fünf Sonaten von Beethoven, ed. Heinrich Schenker (Vienna: Universal Edition, 1913–21). 
See also Heinrich Schenker, Beethoven’s Neunte Sinfonie: eine Darstellung des musikalischen Inhaltes 
unter fortlaufender Berücksichtigung auch des Vortrages unter der Literatur (Vienna: Universal 
Edition, 1912, reprinted 1969). Translation: Beethoven’s Ninth Symphony: a Portrayal of its Musical 
Content with Running Commentary on Performance and Literature as well, ed. and trans. John 
Rothgeb (New Haven: Yale University Press, 1992). 
24 Kürt Dorfmüller, Norbert Gertsch and Julia Ronge ed., Ludwig van Beethoven: Thematisches-
bibliographisches Werkverzeichnis (Munich: G. Henle Verlag, 2014), 2 vols.  
25 Thematisch Verzeichniss sämmtlicher im Druck erschienen Werke von Ludwig van Beethoven 
(Leipzig: Breitkopf & Härtel, 1851).  
26 Kinsky and Halm, Das Werk Beethovens (Munich: G. Henle Verlag, 1955). 
27 Dorfmüller, Ludwig van Beethoven: Thematisches-bibliographisches Werkverzeichnis, 43. 
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1) Beethoven planned his cadenzas in a compositional manner. 
2) This happened at the time he was writing the concertos. 
3) The cadenzas were altered for each performance depending on variable 

factors, such as the range of the piano. 
 

This study will further examine the ways in which these sketches can be identified 

with particular performances, providing evidence of chronology. It will explore the 

development of the cadenza material conceived at the same time as the rest of the 

work, and examine the implications for the structure resulting from this. 

 

1. 2. Performance and Performers after Beethoven 

 

The cadenza is a testament to the fact that a single work of art can stimulate 

substantial traditions of creative activity, establishing stylistic languages that become 

progressively more in keeping with its original practices as those traditions extend. The 

many cadenzas for Beethoven’s piano concertos written between 1809 and the present 

day span an interesting period in the history of music. There are rapid developments in 

piano manufacture at this time,28 and the consequent expansion of technique and the 

rise of the virtuoso had a heavy impact on musical forms. Expressive boundaries 

expanded constantly, and dazzling displays became commonplace. Socio-political 

developments and attitudes to musicians effected change in the lifestyles of musicians 

and levels of musical education. 

Prior to publication of the cadenzas, performers of Beethoven’s concertos were 

forced to write or improvise their own. The traditions and experiments that emerged 

as a result illustrate the interesting dichotomy between respect for Beethoven and his 

style, and belief in the creativity of the performer as artist. Those who committed 

                                                
28 See Cyril Ehrlich, The Piano: A History (London: J.M. Dent and Sons, 1976), chapter 1. 
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cadenzas for Beethoven’s concertos to print include Carl Czerny, Franz Liszt, Ignaz 

Moscheles, Clara Schumann, Johannes Brahms, Carl Reinecke, and Edwin Fischer. 

Many pianists claimed to play in ‘the true Beethovenian manner’, but the pianists 

listed here in particular, along with their pupils, continued with this claim. They 

spearheaded the movement to programme Beethoven’s works for solo piano in their 

recitals, and eventually cornered the early recording market in relation to his work; 

this is explored further in chapter 10. Nineteenth-century pianists seemed to need to 

claim lineage of some sort from Beethoven. Liszt is a particular example; he did study 

with Beethoven’s pupil Czerny, but still felt the need to claim not only to have met 

the composer, but also to have received what the nineteenth century considered a 

mark of approbation – a “kiss”.29 This study will examine the role that cadenzas 

played in such claims of discipleship and consider the validity of those claims. 

One line of further enquiry to be followed here is whether in providing 

cadenzas the direct line of pupils descending from Czerny followed compositional 

principles similar to those adopted by Beethoven, and whether or not these principles 

were based on Beethoven’s desire to use the cadenza as a structural extension to the 

movement. Those grounded in the approach of Czerny’s colleague Moscheles found 

other solutions: their cadenzas often employ very self-conscious techniques in 

imitation of Beethoven’s style, either by replicating large sections of the concerto, or 

even by quoting from other works of Beethoven. Whilst the cadenzas written by all of 

the pianists following Beethoven can be seen to be influenced by nineteenth-century 

pianistic techniques and the developing sonorities and textural potentials of the 

instrument, this thesis will explore the possibility that Czerny and his pupil Liszt in 

particular were able to comprehend and assimilate Beethoven’s style, and that their 

                                                
29 See Kevin Kopelson, Beethoven’s Kiss: Pianism, Perversion, and the Mastery of Desire (California: 
Stanford University Press, 1996). 
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command of his melodic, rhythmic and harmonic vocabulary led to convincing and 

successful cadenzas. 

The performances of the generation of pianists to follow Liszt and Clara 

Schumann have been captured for posterity in recordings. In the earliest recordings 

the pianists perform their own cadenzas or cadenzas by their teachers and colleagues, 

as was their practice in concert, in spite of the fact that Beethoven’s cadenzas were 

available. The recordings provide evidence that this tradition continued until the late 

1950s, when the desire of the audience (and pianists) not to miss a single note of 

Beethoven’s in case the perceived spiritual connection was missed overtook the 

appetite for admiring the pianist’s own virtuosic prowess. The choice to record the 

piano concertos of Beethoven by the pianists discussed in chapter 10, Lamond, 

Schnabel, Backhaus, Bowen, Murdoch, Hofmann, and Hambourg, reflects their desire 

to be seen to have the seriousness of purpose required to interpret Beethoven’s works, 

and in some cases to demonstrate their direct links with the composer. 

 

1. 3. Cadenzas and Other Improvisatory Forms:  The rationale behind 
the selection of items for analysis in this study 

 

 The 1809 cadenzas to the first movements of Beethoven’s piano concertos 

provide a particular focus for this study because, as is hoped to be demonstrated, their 

construction illustrates the composer’s intention that they form an integrated 

extension and completion of the movements. The second- and third-movement 

cadenzas, and the cadenza for the first movement of the piano version of the Violin 

Concerto, for the reasons set out presently, do not function in a similar manner, as we 

shall see shortly. Two important early sources that will be examined below, the Kafka 
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Miscellany30 and the Fischhof Miscellany,31 show that Beethoven made sketches for 

his first-movement cadenzas at the same time as the piano concertos were being 

composed, and again when revisions to these concerto movements were being made 

and new performances planned. These early sketches also directly reflect the changing 

ranges of the instruments upon which Beethoven performed and show a clear concern 

for motivic development. 

 Sieghard Brandenburg 32  has established that Beethoven’s cadenzas for 

Mozart’s K. 466 and almost all of his cadenzas for his opp. 15, 19, 37, 58, and op. 

61a33 bear the inventory inscription from the library of Beethoven’s most significant 

patron, pupil, and friend, Rudolph, Archduke of Austria and Archbishop of Olmütz.34 

A number of sources take their lead from Kinsky-Halm35 in asserting that Beethoven 

wrote out his cadenzas for the first four piano concertos for the archduke. The 

cadenzas bear the pencil markings of Ignaz von Baumeister, personal secretary and 

overseer of the archduke’s collection of books and music, and were therefore 

probably placed in the library at the palace in Kremsier soon after completion.36 

Whether these cadenzas were intended for the archduke’s exclusive use requires 

further investigation.37 1809, the year in which the cadenzas for the piano concertos 

                                                
30 GB-Lbl, Additional Manuscript 29801, ff. 39–162. 
31 D-Bsb, Autograph 28. 
32 Sieghard Brandenburg, “Die Beethovenhandschriften in der Musikaliensammlung des Erzherzogs 
Rudolph”, in Zu Beethoven: Aufsätze und Dokumente, 3, ed. Harry Goldschmidt (Berlin: Verlag Neue 
Musik, 1988), 173–75. 
33 The exceptions are the incomplete cadenza for op. 15, and the “Kadenz zum Rondo” (see section 
1.3.1 below).  
34 Archduke Rudolph (1788–1831). Alan Tyson has demonstrated that the first clear link between 
Beethoven and the archduke is the 1807 dedication of the piano concerto in G, op. 58 to Rudolph; see 
Alan Tyson, “The ‘Razumovsky’ Quartets: Some Aspects of the Sources”, Beethoven Studies 3 
(Cambridge: Cambridge Unversity Press, 1982), 107–40. 
35 Kinsky and Halm, Das Werk Beethovens. For Beethoven’s cadenzas, see 36, 47, 94, 138, 149. 
36 See http://www.beethoven-haus-bonn.de/sixcms/detail.php//startseite_digitales_archiv_en; accessed 
14 September 2014. The different numberings on the cadenzas for each concerto indicate that they 
were sent to the library in separate instalments. 
37 On March 1, 1809 Beethoven signed a contract in which he was assured financial support by 
Archduke Rudolph, and the Princes Lobkowitz and Kinsky. Friedheim Loesti suggests that there may 
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were completed (see chapters 5–8 for further discussion of dates), was the year in 

which Beethoven began instructing the archduke in composition. During the months 

of the siege of Vienna, Beethoven used the archduke’s library, which contained works 

by C.P.E. Bach, Türk, Kirnberger, Fux, and Albrechtsberger, to prepare for this 

instruction.38 The library became important to Beethoven, not only as a collection, but 

also as a safe repository for his own works – including the cadenzas. It was his 

practice to place manuscript copies of his new works there,39 and borrow them back 

when required. 40  The earliest references to Archduke Rudolph’s keyboard 

performances date from 1808 and 1809,41 and while it is possible that he played the 

cadenzas, there is no way of knowing whether he performed any of them. This author 

concurs with Kramer’s proposal42 that the placement of the cadenzas in the Kremsier 

library suggests an attempt at a formation of cadenza theory for pedagogical reasons. 

In relation to the cadenzas for K. 466 this would account for some of similarities in 

style between these cadenzas for Mozart’s concerto and Beethoven’s own works 

which will be outlined below, but the resulting solution places a detailed 

consideration of this cadenza outside the realms of this study.  

 

 

 

 
                                                                                                                                       
have been a connection with the provision of the cadenzas. See Beethoven: Kadenzen und Eingänge zu 
Klavierkonzerten (Munich: G Henle Verlag, 2013), 5.  
38 See Susan Kagan, Archduke Rudolph, Beethoven’s Patron, Pupil, and Friend. His Life and Music 
(Stuyvesant NY: Pendragon Press, 1988), 54. 
39 See Forbes, Thayer’s Life of Beethoven, 1, 469. 
40 Letters of Beethoven, collected, translated and edited by Emily Anderson, 3 vols (London: Macmillan 
& Co. Ltd, 1961), 1, no. 492, 466; 2, no. 537, 506; 2, no. 955, 822. 
41 O.E. Deutsch, ed. Schubert: Memoirs by his Friends, translated by Rosamund Ley and John Nowell 
(New York: Macmillan, 1958), 352–53. This memoir is by Josef von Spaun (1788–1865) and was 
written in 1864. It refers to an occasion in 1808 when Beethoven and the composer Teyber were in 
attendance and the archduke played a Mozart concerto in B flat major. 
42 Kramer, Unfinished Music (New York: Oxford University Press Inc., 2008), 224.  
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1. 3. 1. The Cadenzas and Eingänge for op. 61a 

 

When Beethoven transcribed his Violin Concerto for piano for Muzio Clementi, 

he took the opportunity to revisit the violin concerto itself and compose a first-

movement cadenza,43 and a cadenza44 and two Eingänge45 for the third movement (on 

Eingänge, see section 1. 3. 3).46 Del Mar has assigned the date of 1809, as the cadenza 

for the first movement includes notes as high as f3.47  However, these cadenzas for the 

piano transcription are not subjected to analysis in this study, because their genesis and 

intended use were different from those of the piano-concerto cadenzas. There is no 

sketch evidence to show that any cadenzas were conceived at the same time as the 

violin work itself (as is the case with the piano concertos):48 perhaps Beethoven had not 

felt confident enough to compose cadenzas for the violin version, as he was not writing 

for his own instrument. The other difference is that the transcription was not conceived 

with a performance by Beethoven in mind.  

                                                
43 Ludwig van Beethoven, Konzert für Violine und Orchester (D-Dur) op. 61, Fassung für Klavier, 
Kadenz mit Pauken zum ersten Satz, mit separater Paukenstimme, Autograph  D-BNba, H.C. Bodmer 
Mh 20a.  
44 D-Bsb, Mus. ms Beethoven Autograph 28, f. 11. 
45 D-BNba H.C. Bodmer Mh 21 and Mh 22. 
46 On the 20 April 1807, Beethoven met Clementi and signed a contract to provide him with (amongst 
other works) a transcription for piano of the violin concerto op. 61. For further detail, see Alan Tyson, 
“The Authentic English Editions of Beethoven”, Music & Letters, 2 (April 1962), 105. 
47 Cadenza for the first movement, bar 66. Del Mar states that Beethoven first used this range in late 
1809 citing op. 70 no. 2 as the first example. See Jonathan Del Mar, ed., Beethoven Violin Concerto 
Piano Concerto D major op. 61. Critical Commentary (Basel: Bärenreiter  Kassel, 2009), 81. Even 
taking into account the fact that Del Mar’s system of pitch notation counts middle C as c0 annotations 
from late 1808 for op. 58 on A-Wgm A 82b extend to f4 (see section 8.2 of this study).  
48 Surviving sources for this work consist of a few sketches for the piano part pencilled into the two 
bottom staves of the autograph score of the original violin version in the Österreichische 
Nationalbibliothek in Vienna (shelfmark Mus. Hs. 17.538), and a full score in the hand of a copyist in 
the British Library (Lbl, Add. Ms. 47 851). Two original editions also survive. The first edition, 
published by Kunst- und Industriekontor, Vienna, in 1808, survives in copies in the Österreichische 
Nationalbibliothek, Sammlung Anthony van Hoboken, Wn-h; and the Beethoven-Haus Archive, BNba, 
HCB C op. 61. An edition published by Clementi & Co., London, in 1810. A single copy of the 
Clementi edition exists at the Royal College of Music Library in London (solo part, Lcm 
LVIII.B.41(1); 16 orchestral parts, Lcm E206), and the orchestral parts may be found in the British 
Library (Lbl h.383.a). 
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Despite these facts, the cadenzas could have been designed to give the 

appearance of creative integration. Nothing can preclude the evidence for the intention 

of the composer to integrate material between the cadenza and the rest of the work 

(because new material could be composed against the background of an already 

composed theme to enhance previously undeveloped relationships).  

The cadenza for the first movement of op. 61a does bear some similarities to 

Beethoven’s other first-movement cadenzas. The cadenzas for the piano concertos opp. 

15, 19, 37, and 58, will be discussed in detail in chapters 5–8, but some features of the 

cadenza for op. 61a are outlined here, to highlight differences and the few similarities. 

It is a full-blown virtuosic outpouring of 125 bars in three clearly marked sections with 

four time-signature changes. The use of the timpani to accompany its march section is 

something much commented upon, yet this was not a new device: earlier examples of 

ensemble cadenzas exist, 49  and Beethoven’s own sketches show that this was a 

possibility for the op. 37 concerto in C minor. 50  The military-style sound is a 

characteristic of other works by Beethoven of the period and of his piano concertos in 

particular, and it is explored fully in a passage in the op. 73 Rondo (bars 402–418).  

The opening groups of semiquavers on the flattened sixth (derived from a tutti 

motive) obscure the tonic in a similar manner to those at the beginning of the op. 37 

cadenza. (See figure 1.1.) Sweeping chromatic scales in the right hand abound, 

accompanied by the rhythmic derivations of more tutti material in the left hand which 

eventually become the insistent timpani strokes from the opening of the concerto. The 

                                                
49 The only surviving keyboard concerto in F major by Carl Stamitz uses a solo violin extensively with 
the keyboard soloist both in the slow-movement passagework and also in the cadenza. This concerto is 
not usually included in lists of works by Stamitz, but a recording exists by Dureco Ars Classica with 
Felicija Blumental (piano), Jörg Faerber (conductor), and the Württemburg Chamber Orchestra. This 
was reissued by BRANA, 21 May 2007, ASIN: B00064YWZY. For a discussion of other examples in 
the finales of concertos by Viotti, see Philip Whitmore, Unpremeditated Art, 171–77. 
50 Inscriptions on two cadenza sketches, Kafka 82r and Fischhof 13r, possibly indicate timpani 
accompaniment during a cadenza. See chapter 7 of this study for further detail. 
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noticeable difference between this cadenza and its 1809 counterparts, however, is the 

lack of a clear statement of the theme 1 material until bar 97 in the final section  

 

Figure 1.1 Kadenz zum 1. Satz der Klavierbearbeitung des Violinkonzerts D-dur op. 61. Bars 1–2.51 

 

 

 

 

(Figure 1.2). The lyrical nature of this theme designed as it was for another instrument 

does not lend itself to the same type of development by imitative counterpoint that will 

be explored in the cadenzas in the other piano concertos, neither does Beethoven take 

the opportunity to present it in any key other than the tonic. The effort to develop the 

timpani motif results in the march section of bars 36–51 (see figure 1.3),  

 

Figure 1.2. Bars 97–100.52 

 

 

 

 

 

                                                
51 Beethoven, Kadenzen und Eingänge zu Klavierkonzerten, ed. Friedheim Loesti (Munich: G Henle 
Verlag, 2013), 40. 
52 Ibid., 48. 
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but this does not reflect the textural contrasts that Beethoven has established in the 

movement between the ominous low distant timpani sounds and the soaring ‘pastoral’ 

qualities to the violin timbre. The accompanying timpani place restrictions on the 

possibilities resulting in limitations not apparent in the other cadenzas. 

 

Figure 1.3. Bars 36–37.53 

 

 

 

The addition of an orchestral instrument in this cadenza may indicate a desire to 

obscure the articulation between the solo and tutti sections, and this will be explored 

later in this study, but the textural disparity between the soloist’s part in the transcribed 

concerto op. 61a and the virtuosity of the first-movement cadenza, which does not exist 

in the other piano concertos (even taking the benefits of extended keyboard range for 

these later cadenzas into account) means that it lacks the aesthetic unity of the other 

cadenzas. The almost redundant left hand, with its at times banal accompanying 

figures, in the non-cadenza passages of the work has raised the question as to whether 

                                                
53 Ibid., 44. 
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Beethoven actually made the transcription himself.54 This large-scale cadenza with its 

apparent surface integration may be Beethoven’s attempt to address a perceived 

imbalance in the transcription. However, the nature of the apparent surface integration 

is very different in the piano concerto arrangement op. 61a, from that in the piano 

concertos proper due to the different style of figuration and sectionalisation. There is 

clear evidence that the cadenza for the arrangement was conceived some time after the 

host work had been completed unlike those for the piano concertos. The cadenza for op. 

61a is of the same period as the piano concerto cadenzas, but it represents a post 

compositional commentary on the host music rather than a contemporaneous causal 

integration. 

 

1. 3. 2. Cadenzas to K. 466 Klavierkonzert d-moll (1785) by W. A. Mozart 

 Beethoven composed cadenzas for the first and third movements of Mozart’s 

piano concerto K. 466 (WoO 58, nos. 1 and 2). Any cadenzas for K. 466 written down 

by Mozart are no longer extant,55 and Beethoven is amongst a number of pianists, 

including August Eberhard Müller, Johannes Nepomuk Hummel, Charles Alkan, Clara 

Schumann, Johannes Brahms, Bedřich Smetana, and Ferruccio Busoni to have provided 

cadenzas for this work.56 It is tempting to think of these cadenzas as evidence of 

Beethoven’s performance of Mozart’s music and yet their possible date of completion 

suggests another reason for their composition. At an unknown point in their history the 

two cadenza manuscripts were separated, and that for the first movement ended up in 

the possession of Ferdinand Ries, which has led to speculation that it was written for 
                                                
54 See Alan Tyson, “The Text of Beethoven’s Op. 61”, Music & Letters, 2 (April 1962), 104–114, and 
“The Textual Problems of Beethoven’s Violin Concerto”, The Musical Quarterly, 53, no. 4 (October 
1957), 482–502. 
55 See section 2.7 for more detail.  
56 See Jeewon Lee, “The First Movement Cadenzas for Mozart’s Piano Concerto No. 20 in D minor, K. 
466” (DMA thesis, Texas: Rice University, 2012), 36. https://scholarship.rice.edu/handle/1911/71666;  
accessed 21 October 2015.  
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him.57 The paper type has been identified as being in use by Beethoven “no earlier than 

1808.”58 

 With a suggested composition date of more than twenty years after the concerto 

– by another composer – to which they belong, the potential use of these cadenzas for a 

study of Beethoven’s compositional processes in his own concertos is limited. There is 

no surviving sketch material, meaning that the compositional stages cannot be 

documented in any way, and there are no indications of any of the processes relating to 

a performance by Beethoven, which will be seen to be one of the central findings of 

this study in chapters 5–8. One significant event in this cadenza, however, does bear a 

similarity in style to those for opp. 15, 19. 37, and 58, and will be addressed below. 

 “Cadenza Contra Text”,59 the article written by Richard Kramer that became 

chapter 9 in his book Unfinished Music,60 identifies this cadenza as threatening to 

“dismember its host” and speaks of it in terms of “violation”.61 This study does not 

need to reproduce Kramer’s detailed analysis, but Kramer does draw attention to one 

musical relationship that needs to be emphasized here: the way in which Beethoven 

emphasises the flattened supertonic E flat (in bar 5). The cadenza opens with material 

quoted from the ritornello (a more usual occurrence in cadenzas of Mozart than in the 

works of Beethoven, as will be seen later in this study). This prepares the listener (by 

enharmonic means D#) for the extraordinarily distant key of B major for the second 

subject, for which there is no precedent in the text of the concerto. Although it also sets 

                                                
57 The cadenza for the first movement is now in the Beethoven-Haus, Bonn, D-BNba HCB Mh 20. The 
third movement cadenza is in the British Library, Lbl, Add. Ms. 29803, fols. 1 and 2. See Ries, 
Ferdinand, Musik in Geschichte und Gegenwart (Kasel: Bärenreiter, 1963), 490–494. The first 
movement cadenza was first published in an appendix to the Wiener Zeitschrift für Kunst, Literatur und 
Mode, no. 10 (23 January 1836).  
58 Richard Kramer, Unfinished Music, 222.  
59 Richard Kramer, “Cadenza Contra Text: Mozart in Beethoven’s Hands” 19th-Century Music, 15, no. 
2 Toward Mozart (Autumn, 1991), 116–131.  
60 Kramer, Unfinished Music, 211–232.  
61 Kramer, Ibid., 211. 
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up a semitonal axis of E flat–C#–D in bars 57–58 (the same type of aural building 

block which will be explored in each of the cadenzas to be analysed in this study), it is 

important to note that this is not a relationship set up by Mozart in the text of the 

concerto. In the chapters to follow this study will examine the way that Beethoven set 

up his long-term relationships in the body of the concerto to expand upon them in the 

cadenzas. Without this relationship having been established in the concerto Beethoven 

takes the unusual step of reinforcing this axis established in the first-movement cadenza 

for K. 466 by repeating it in the third-movement cadenza (bar 30). In this way, as 

Kramer argues, “a transgression is committed …”, as “… the phrase is made significant 

beyond what is permitted in the equation that dictates sense between cadenza and 

text.”62 Other writers63 concur that the attempt to create intramovement connections 

does not serve to give Mozart’s text continuity. Kramer sums this argument up by 

saying that although these cadenzas “may be about structure in some existential sense”, 

they do not “serve the structure”, or “partake” of it.64  

    

1. 3. 3. Second- and Third-Movement Cadenzas and Eingänge for opp. 
15, 37, and 58. 

 
 

Second- and third-movement cadenzas exist for opp. 15, 37, and 58. They 

consist of a mixture of obbligato and ad libitum cadenzas. These cadenzas are not 

subjected to analysis in this study, as they are either accompanied by the orchestra, or 

have more in common with the Eingänge. It is necessary here to explain the difference 

                                                
62 Kramer, Ibid., 226. 
63 Janet Schmalfeldt, “Beethoven’s “violation”: his cadenza for the first movement of Mozart’s D 
Minor Piano Concerto”, Tufts University, Linguagem Estruturaçao Teoria da Música. 
http://www.seer.unirio.br/index.php/simpom/article/viewFile/4480/4053; accessed 20 October, 2015. 
Matthew Bribitzer-Stull, “The Cadenza as Parenthesis: An Analytic Approach”, 211–51. 
64 Kramer, Unfinished Music, 232. 
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in function between this type of improvisation and a cadenza, to show why Beethoven’s 

Eingänge do not furnish suitable comparanda for the first-movement cadenzas. 

The word Eingang (meaning introduction or lead-in) was used by Mozart in a 

letter of 15 February 1783,65 and it has since become standard terminology. The 

Eingang is usually defined as an improvised embellishment, consisting of a brief 

elaboration, usually of a dominant chord, to connect the end of one section with the 

beginning of the next; it is indicated with a fermata over the chord. Eingänge occur at a 

moment where the dramatic tension is suspended, and are usually found before the 

reprise of the main theme in rondo movements in concertos.66 Where composers wrote 

out a series of Eingänge over the course of the movement, rather than leaving their 

execution to the soloist, they would vary them. They usually did this by making the 

Eingänge increasingly elaborate, and this is Beethoven’s procedure in the Rondo 

finales of opp. 15, 37, and 58. 

Sources Op. 58 

D-BNba HCB Mh 17.  
D-BNba HCB Mh 18 
D-BNba HCB MH 19 
 
 The sources for the Eingang and two cadenzas listed above for the Rondo of op. 

58 are located in the Beethoven-Haus archive. All other Eingänge discussed in this 

section are written into the autograph scores of the solo piano part and the location of 

these sources is identified  in each chapter pertaining to the relevant concerto.  

The third movement of the op. 15 concerto has two Eingänge. Both passages 

are non-thematic. Neither demonstrates any motivic development. The first, at bar 457 

                                                
65 Mozart. Briefe und Aufzeichnungen, 3: 1780–1786. Gesamtausgabe. Herausgegeben von der 
Internationalen Stiftung Mozarteum Salzburg, Gesammelt und Erläutert von Wihelm A. Bauer und Otto 
Erich Deutsch (Basel: Bärenreiter Kassel, 1963), 256, letter no. 728: “hier schicke ich meiner schwester 
die 3 Cadenzen zu den Concert ex D – und die 2 Eingänge zu den Concert ex Eb.”. 
66 For a more detailed discussion of this point see Eva Badura Skoda et al. “Cadenza” Grove Music 
Online. Oxford Music Online. Oxford University Press, accessed September 4, 2009, 
http://www.oxfordmusiconline.com/subsciber/article/grove/music  
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consists of one flourish within an elongated bar ending with an arpeggiated C major 

chord. This prolonged I6/4 chord gives added emphasis to the tonic key, extending the 

moment of the cadence I6/4–V7 before the surprise feint to B major which follows 

(example 1, Annexe of Musical Examples). The result is an overwhelming affirmation 

of the tonic key of C major at bar 486. In the second passage at bar 562 the scalic 

figuration over the dominant leads back to a tutti statement of the main theme (example 

2, Annexe of Musical Examples). This dominant extention has a calming effect with 

the pause in momentum. It leads to a passage marked Adagio and fulfils the function of 

an Eingang by connecting the dominant to the tonic for the final time in the solo piano 

part.  

The final movement of op. 37 is 463 bars long, and includes Eingänge in bars 

26, 152,  and 407. The first occurs at the end of the first section of the rondo, decorating 

the soloist’s final cadence before the orchestral closure of the first theme (example 3, 

Annexe of Musical Examples). The second Eingang then occurs in the corresponding 

section, closing the second statement of the A theme material (example 4, Annexe of 

Musical Examples). The final Eingang, marked as a solo, bridges the key change from 

C minor into the C major presto coda of the movement. Each of these is short and 

consists of non-thematic material that does not modulate or develop. They all fulfil the 

same function, acting as decorative bridge passages in moments of repose, with 

chromatic or arpeggiated flourishes but no motivic development. 

The third movement of op. 58, is 600 bars in length, and contains two Eingänge 

and one cadenza marked ad libitum. The first Eingang occurs in bar 159 and consists of 

a written-out descending scale followed by an ascending chromatic scale (example 5, 

Annexe of Musical Examples). At bar 415 there is another, following a similar pattern, 

but preceded by an extra little three note figuration G3–F3–D3 (example 6a, Annexe of 
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Musical Examples). Beethoven must have wished to alter this transition into the Rondo, 

as he provided a second Eingang for this passage (H.C. Bodmer Mh 17, example 6b). 

The website of the Digital Archive of the Beethoven-Haus states that Mh 17 was 

inserted into the original edition of the concerto in the music library of Archduke 

Rudolph (under call number “Beethoven 101”). Beethoven marked it “Rondo 1ter 

Eingang ins Thema bleibt, 2ter Eingang ins Thema [:]”.67 The same eight repetitions of 

the three note figure G3–F3–D3 occur but as the arpeggiated V7 descends the rhythm is 

augmented from semiquavers to quavers. A further extension then occurs with 

ascending eight note semiquaver patterns and all is rounded off with one final 

swooping scalic descent and ascension covering the F3 to F# range. At bar 499 the 

orchestral tutti comes to a dramatic close on a ff implied I6/4 chord (actually I8/4). 

Beethoven provides two written out examples of cadenzas for this passage. The score at 

this point is marked with the direction ‘la cadenza sia corta’ (‘the cadenza should be 

short’). The example that Beethoven marked Cadenza nel Rondo (HCB Mh 18) is a 

five bar simple arpeggiation of the G major tonic chord leading to the emphatic (sf) 

arrival on the dominant D and trills marked into the continuation at bar 500 of the 

score. (example 7, Annexe of Musical Examples). The cadenza that Beethoven has 

marked zweite Kadenz (HCB Mh 19, example 8) is the most elaborate of the 

decorations provided for this movement, and at first glance would seem to be an 

anomaly. It is considerably longer than any of the other cadenzas for the third 

movements, with 33 irregular bars of varying lengths. It contains thematic material, but 

is simply an extension of what has gone before. It does however serve to elongate the 

tension, as it sustains the dominant key at a very dramatic moment before the final push 

in the movement for the tonic. It is in fact a cadenza that does not cadence. 

                                                
67 “Rondo 1st entry to the theme remains, 2nd entry into the theme [:]”. Translation provided by the 
Digital Archive of the Beethoven-Haus, Bonn.  
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The second movements of opp. 19, 37, and 58 also contain obbligato Eingänge. 

The written-out elaboration for the 90-bar second movement of the C minor concerto 

op. 37 functions as a pre-tutti68 cadenza (example 9, Annexe of Musical Examples), 

consisting of a single solo line at bars 81–82. It begins with the cadential fermata over 

the 6/4 chord on the dominant. The style of the passage is indicated by the direction 

sempre con gran espressione, and it consists of a series of scales and trills at a moment 

of heightened expression that gradually dissipates as it descends. As in the op. 15 slow 

movement, the passage ends on the dominant, but the tutti completes the cadence 

immediately. 

The other two second-movement Eingänge are more unusual. That for the op. 

19 begins at bar 74 (example 11, Annexe of Musical Examples). It is not marked as a 

cadenza, but the cadential preparation in bars 72–73 (IV–dim 7th–IC–dim 7th), with the 

orchestral 6/4 at bar 74 makes the intention clear. This passage takes the form of an 

accompanied recitative, with a single line of melody in the piano interspersed with 

utterances from the orchestra – a technique that Beethoven was to develop in later 

works. It continues in its regular 3/4 metre, but the markings con gran espressione at 

bar 74 and ad libitum at bar 84 suggest a freer style of performance. The final phrase in 

the piano part ends on the leading note, and it is the orchestra that completes the 

cadence, three times, leading to the close of the movement five bars later. The 72-bar 

second movement of op. 58 contains an unmarked cadential passage beginning at bar 

55 (example 10, Annexe of Musical Examples), at the end of the longest and most 

expressive solo section. From bar 53, the solo piano contains the syncopations and 

chromatic bass movement typical of a cadential approach, even though it leads to the 

dominant rather than to the tonic 6/4. The passage is a  prolongation of the dominant 

                                                
68 This term will be discussed more fully in chapter 2. 
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minor 9th, which is resolved by the entry of the tutti at bar 64. It begins with a series of 

trills, the third of which has a fermata over it, and the marking is cresc. sin’al ff due e 

poi tre corde (‘growing gradually louder to very loud, two and then three strings’). This 

is the expressive and dramatic climax of the movement with its chromatic scales and 

trills, which then all dissipate at bar 60 with the marking dim. sin’al pp (‘getting 

gradually softer to very soft’). Mies includes this passage in his list of cadenzas for 

Beethoven’s concertos, but not any of the other obbligato passages.69 It would seem that 

this passage influenced Brahms since, in the slow movement of his first concerto,70 an 

unbarred prolongation of dominant harmony is marked Cadenza. 

 Beethoven’s cadenzas and Eingänge for the second and third movements all 

serve to demonstrate the composer’s roots in eighteenth-century tradition. Whilst they 

show the beginnings of certain developments that were to have an effect on later 

concerto writing, such as the blurring of textures between solo and tutti passages, and 

even the inclusion of some thematic material, this study focuses on the motivic and 

harmonic development and technical display that these lead-ins and connecting 

passages do not contain, as a result of their very different function and scale. 

 

 

1. 3. 4. The Fusion of the Boundaries as demonstrated by op. 73 

Selected Sources op. 73 

Beethoven, Ludwig van: Konzerte; pf, orch; Es-Dur; op. 73. D-Bsb Mus. Ms. 
autograph Beethoven 15. 
 
Ludwig van Beethoven, Konzert für Klavier Nr. 5 (Es-Dur) op. 73 Klavierstimme, 
Breitkopf & Härtel, 1613. D-BNba HCB C op. 73. 
 

                                                
69 Paul Mies, Die Krise der Konzertkadenz bei Beethoven (Bonn: H. Bouvier & Co. Verlag, 1970), 11. 
70 Piano concerto no. 1 in D minor, op. 15. 
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Ludwig van Beethoven, Konzert für Klavier Nr. 5 (Es-Dur) op. 73 Stimmen, Breitkopf 
& Härtel, 1613. D-BNba C 73/9. 
 
Ludwig van Beethoven, Konzert für Klavier und Orchester Nr. 5 (Es-Dur) op. 73, 
Klavierstimme des 1. Satzes, Klavierstimme, Überprüfte Abscrift. D-BNba NE 157. 
 
Ludwig van Beethoven, Grand Concerto for the Piano Forte with Accompaniments for 
a Full Orchestra. Op 64 [recte Op. 73] Ludwig van Beethoven. London: Clementi & 
Co. [1810] GB-Lbl h. 376. (7.)  
 
Ludwig van Beethoven, Piano Concerto no. 5, op. 73 in E flat major. Errata. US-NYj 
31 B393 cp. 
 
 
 The sources named above were used as reference for the material below. A full 

account of all of the sources for op. 73 is given by Jonathan Del Mar in the Bärenreiter 

Critical Commentary.71  

Beethoven’s expansion of virtuosic boundaries during this period, as seen in 

the first-movement cadenzas, was aided by the changes that were being made to the 

construction and tonal qualities of the piano. These factors had a significant impact on 

the form of the concerto and contributed to the demise of the ad libitum cadenza, as is 

demonstrated by the Concerto in E flat op. 73, the ‘Emperor’, also completed in 

1809.72 The work opens with the solo piano performing passages of improvisatory 

flourishes punctuated by orchestral chords, and the first orchestral tutti does not begin 

until bar 7. In bar 497, (example 12, Annexe of Musical Examples) at the point where 

the 6/4 chord would have traditionally led to a cadenza, Beethoven marked the score 

‘non si fa una cadenza, ma s’attacca subito il seguente’ (‘you should not play a 

cadenza here, but move straight on to what follows’),73 to confirm that the soloist 

must continue with the material as written. A solo cadenza-like passage follows. The 

                                                
71 Jonathan Del Mar, ed., Beethoven Konzert Nr. 5 in Es für Klavier und Orchester op. 73. Critical 
Commentary (Kassel: Barenreiter, 2015), 18–24. 
72 Op. 73 was dedicated to Archduke Rudolph and first published in London by Clementi & Co., 1810. 
73 Kramer, Unfinished Music, 230, translates this as: “One does not make a cadenza, but attacks the 
following directly.” Kramer makes the point that Beethoven wrote “Nb. non si deve far una cadenza 
qui” (“one should not make a cadenza here”, present writer’s translation), after the text had been 
prepared for publication. 
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passage is barred and continues in a regular metre. In the ninth bar a trill over the V7 

chord leads to the final cadence of this passage, but unusually it is the solo part that 

cadences to the flattened tonic. The orchestra does not join the coda for another eight 

bars. This concerto shows the way in which, by 1809, Beethoven was writing his most 

virtuosic display work directly into the score, thereby dispensing with the need to halt 

the dramatic momentum for an ad libitum cadenza. Even the simple tonal plan within 

this obbligato cadenza (I6/4–V–bI) demonstrates its structural importance, because 

the opening 6/4 is resolved only in the solo part. The prolongation of the tonic, which 

becomes an increasingly important structural feature in Beethoven’s 1809 cadenzas, 

leads to this.74 By the time of the composition of the ‘Emperor’ Concerto, Beethoven 

no longer thought of the piano concerto as a vehicle for his own technical display, as 

his days of solo performing were over – yet as a composer he seems to be wishing to 

retain control over the work as a whole.75 It must be noted, however, that despite 

Beethoven’s indication to the contrary, the tradition of adding a cadenza continued in 

some notable cases, as a review of the pianist Gustave Satter in the Albion of 17 

March 1855 in New York shows: 

 

In the first movement Mr Satter introduced, what the program called ‘the celebrated 
cadenza’. It has no business there, is in bad taste, and a sacrilege upon Beethoven.76 
 

 

 

                                                
74 By contrast, Mozart’s cadenzas tend to prolong the cadential 6/4 and remain structurally 
parenthetical, although there are two examples that convert the opening 6/4 chord to a root-position 
tonic, in the first-movement cadenzas of K 415 in C major and K 595 in Bb major. 
75 Philip Whitmore states that the op. 73 concerto shows a crisis in Beethoven’s compositional style 
between “improvisatory freedom and greater compositional control”. Whitmore, Unpremeditated Art, 
181. This is also proposed by Paul Mies in Der Krise der Konzertkadenz, 49. 
76 Andrew Minor, Piano Concerts in New York City, 1849–1865, unpublished master’s thesis, 
University of Michigan, 1947, as cited in Lydia Hailparn, “Exploring Cadenzas to Beethoven’s Piano 
Concertos”, College Music Symposium, 21, no. 1 (Spring 1981), 48–59, 4.  
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1. 4. The Melk Abbey Cadenzas 

 In 1989, four cadenzas were discovered in the Melk Abbey music archive. 

These had been copied by Father Robert Stipa (1781–1850), a noted fortepianist and 

musical director at the abbey 1828–33. Three cadenzas are for the first movement of 

the op. 58 concerto, and have been identified as rare contemporary copies of 

Beethoven’s autograph scores. The fourth cadenza is for the first movement of op. 37 

(example 21, Annexe of Musical Examples), and Robert Freeman raised the 

possibility that this was a further contemporary copy of an autograph score of 

Beethoven’s that is no longer in existence. 77 Freeman draws attention to some 

similarities with Beethoven’s cadenza writing, such as the length, keyboard range, and 

design. The analyses of Beethoven’s cadenzas later in this study will show that in 

other respects this cadenza would be an exception. As will be explained shortly, the 

textures, figuration, and types of passagework mark it as being more modern in style, 

and it is without the advances in pianistic writing, in terms of colour and virtuosic 

exploration, that are typical of Beethoven’s cadenzas.  

 At 52 bars in length the Melk cadenza for op 37 does fall only slightly short of 

the length of Beethoven’s published cadenza for that work (58 bars) and it also seems 

conservative in comparison to later nineteenth-century cadenzas such as that written 

by Czerny (102 bars). The Melk cadenza was composed for a 5 ½ octave piano 

spanning the compass of FF to C4. This can be seen by the avoidance of the low 

octave E in the passage at bar 21. The range matches that of Beethoven’s concerto 

text, the HCB Mh 71 sketch (see figure 7.4), and the 1809 cadenza. As Freeman 

                                                
77 Robert Freeman, “New Sources for Beethoven’s Piano Concerto Cadenzas from Melk Abbey”, 
Beethoven Forum, 1 (1992), 63–80. 
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points out this would have been rather restrictive on the 6 ½ octave Graf owned by 

Melk Abbey.78  

 This cadenza does exhibit the tripartite form that will be seen in Beethoven’s 

cadenzas, but this design is more similar to the Mozartean model (see section 2.8) 

with a two bar introductory flourish to open over the dominant, a longer middle 

section of 34 bars for thematic development, and a shorter 14 bar closing section.  

 The most noticeable difference in style that will become apparent as 

Beethoven’s cadenzas are analysed in the later chapters is the lack of imitative 

opening and the presentation of theme 2 material first, in the tonic key. This 

reordering of themes is not a characteristic of Beethoven’s cadenzas. The Melk 

cadenza consists of figuration abruptly juxtaposed with thematic presentation. 

Freeman claims that this is indicative of Beethoven’s keyboard style and fantasy 

writing, yet the examples to be analysed in this study will show, there is a lack of 

colour creating some very nondescript writing here, and it does not have the intensity 

created by the simultaneous development of themes often explored by Beethoven, 

which is then contrasted with the expansion of the fantasy passagework. There is no 

relationship to any of the sketch material for op. 37. The exaggerated operatic 

cadential figure connecting the flourish of bar 2 to bar 3, the awkwardness of the 

octave chromatic connection in bar 14, and the trill in bar 43 beginning on the interval 

of a fourth where Beethoven will be seen to use thirds – these lack stylistic 

conviction. The dynamic markings used in the Melk cadenza (particularly the accent 

signs) will  also be shown to be uncharacteristic of those used by Beethoven in his 

cadenzas.  

                                                
78 Ibid., 76.  
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 For the reasons above, this writer concurs with the view held by Barry Cooper 

that the cadenza is “unfortunately not by Beethoven. Nevertheless it is early (pre-

1827), and the source is a significant discovery.”79 As Freeman points, out this 

cadenza does bear some relationship in places to the type of extemporaneous style 

found in the works of Czerny and Ries. Ferdinand Ries wrote two cadenzas for this 

concerto, for which, as far as is known, there are no surviving sources.80 It is possible 

that this is the cadenza for op. 37 by Ries, and that the others were written out for his 

use in op. 58.81 

 

 

1. 5. Cadenza Characteristics in Relation to their Types of Provider 

 

Composers of cadenzas fall into three main types:82  the composer of the 

concerto (who may also be the performer), the performer of the concerto (when not 

the composer of the main work) and musicologists, who may also be performers.83 

These types of provider correlate with three broad approaches to cadenza production. 

 
 
1) Developmental cadenzas in relation to material and style 
 A completion of the movement combining development of motifs with bold and 
striking innovation by means such as key changes and technical displays. This tends 
to be the type of cadenza written by the composer/performer. See 9.3.2, 9.3.3, and 
9.3.4). 
 
                                                
79 Barry Cooper, review of “Beethoven Forum, 1, ed. by Christopher Reynolds; Lewis Lockwood; 
James Webster”, Music & Letters, 75, no. 1 (February 1994), 92–94. 
80 Franz Wegeler and Ferdinand Ries, Remembering Beethoven: The Biographical Notes of Franz 
Wegeler and Ferdinand Ries, trans. Frederick Noonan (London: Andre Deutsch, 1988), 101–103. 
81 See Freeman, Beethoven Forum, 1, 77.  
82 Roger Smalley makes a similar point in “A case of neglect: Two virtuosos’ cadenzas for Beethoven”, 
Music & Musicians, 20 (May 1972), 30–36, although he makes only two categories of type of 
composer and cadenza. 
83 The first of the published cadenzas for op. 15 is incomplete and has had several notable completions, 
which will be discussed in more detail in chapter 6 of this study. 
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 2) Quotational and Virtuosic Cadenzas 
A reinterpretation of the composer’s ideas with evidence of the technical prowess 
unique to that performer. This is often the type of cadenza composed by performers, 
and is the most likely to deviate from the style of the concerto’s composer. When a 
number of cadenzas have been composed by one particular artist, is it is possible to 
see that certain kinds of passagework and figurations tend to reappear at the same 
structural point of the cadenza. These cadenzas are then often related to the work of 
the original composer by external means, such as by use of quotations from other 
works of the composer. There are a number of examples of this, and some will be 
discussed in further detail in chapters 9 and 10 of this study, but an extreme example 
would be Alkan’s cadenza84 for op. 37 with its quotations from Beethoven’s Fifth 
Symphony. 
 
 
3) Mosaic and Historically Informed Cadenzas 
 Completion of the formal framework by use of borrowed material, i.e., cadenza 
content founded primarily upon a mosaic of quotations. These cadenzas use figuration 
as it appears in the work itself and ideas from other cadenzas or works by the 
composer of the original work to complete the movement. They stay within the range 
of the instrument at the time, but have some points in common with the second group 
above. (See sections 9.1.2, 9.1.3, 9.4.3, and 10.6 for detailed discussion).  
 

This thesis aims to demonstrate that Beethoven’s cadenzas to his piano 

concertos belong to the first of these categories. The fact that the 1809 set preserves 

three versions of cadenza writing for the first movements of both op. 15 and op. 58, 

with each of these demonstrating a quite different style, seems to show that Beethoven 

deemed the inserted cadenza to display substitutable content. Despite their different 

characters however, these cadenzas share stylistic features and elements of form. In 

the case studies in chapters 5–8 the presence of the following stylistic characteristics 

of Beethoven’s cadenzas will be examined:85 

1) the use of imitation at the beginning 
2) a section of fantasy-like modulatory material – the largest – that always appears in 

the first of the three sections of the cadenza 
3) development of the subsidiary theme in the second section of the cadenza 
4) an avoidance of a strong dominant prolongation before the closing dominant of the 

cadenza 
 

                                                
84 First published in Paris in 1860 by Richault. 
85 Op. 15, see section 6.3.4. Op. 19 section 5.3. Op. 37 sections 7.1.5 and 7.3. Op. 58 section 8.4.1 and 
8.4.2. 
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Surviving sketch material shows that Beethoven worked on a cadenza for each new 

performance of the concertos that he gave. It is possible that the fluidity of the form of 

the concerto until publication had something to do with this. As the thematic material 

of the work was changed and refined so the hierarchy of motivic development in the 

cadenza must have altered. Beethoven’s own piano playing was also developing over 

the period that he worked on his concertos and in the case studies to follow his 

preoccupations and solutions will be examined, alongside the idea that certain 

figurations and harmonic manoeuvres were planned at the time of the genesis of the 

work and finally incorporated in the set completed in 1809.  

The second category of cadenza writers for Beethoven’s piano concertos 

includes a particularly interesting and diverse group of artists.86 In his book Music and 

the Mind, Anthony Storr states that 

… inevitability is a quality of all great works of art. Once completed, we can hardly 
imagine that they could have been composed differently.87 

 

If one reads this statement in relation to the cadenza written by Beethoven for the first 

movement of his piano concerto in C minor op. 37, for example, interesting issues 

arise. The fiery and dramatic outpouring of the cadenza with its resolution as a 

completion of the ideas presented in the movement certainly sounds ‘inevitable’ to 

today’s audience, but as Beethoven’s completed cadenzas were not published until 

1864, artists up until that point were forced to provide their own versions in the 

‘traditional’ manner, some of which presumably also seemed appropriate and 

inevitable. Clearly there is a difference between ‘sounding’ inevitable and ‘being’ 

inevitable. Moreover, in the case of opp. 15 and 58, Beethoven himself provided 

                                                
86 The pianist Robert Levin belongs in this group, although his cadenzas are improvised. See Aaron L. 
Berkowitz, The Improvising Mind (Oxford: Oxford University Press, 2010). 
87 Anthony Storr, Music and the Mind (London: HarperCollins, 1992), 179. 
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alternative versions of first-movement cadenzas that raises further questions about 

what ‘inevitable’ might mean in this context. These issues will be analysed in more 

detail in chapters 5–8, where it will be seen that Beethoven was exploring the wealth 

of material found in the movement, but that a number of common features exist that in 

turn lend an air of inevitability. 

As previously stated, a number of artists have committed their own cadenzas 

for Beethoven’s piano concertos to print. They are a diverse group, spanning a period 

of almost two hundred years from Beethoven’s time. Chapter 9 will explore the 

pedagogical connections and provide case studies to demonstrate the ways in which 

those descending from the line of Beethoven attempted to follow his structural 

intentions, even while the technical possibilities were expanding with developments 

to the instrument – a combination of cadenza types one and two. Other artists, whilst 

often claiming to adhere to the ‘Beethovenian tradition’, do so with a combination of 

cadenza types two and three. The remaining pianists make no attempt to match the 

style of the concertos themselves, completely reinterpreting the material in their own 

individual musical language. These points will be explored further with the discussion 

of the recorded performances in chapter 10. 

The third type of cadenza emerged in the latter part of the twentieth century, 

with the desire for the recreation of historically informed performance. The writers 

attempt to remain within the stylistic world of the host concerto. An example of this 

kind of writing, of cadenzas for the concertos by Mozart, is exemplified by those 

provided by the Badura-Skodas in their book Interpreting Mozart on the Keyboard.88 

They do not exceed the compass of Mozart’s keyboard or the textural complexity of 

his figurations. Neither do they write uncharacteristic modulations or harmonic 

                                                
88 Eva and Paul Badura-Skoda, Interpreting Mozart on the Keyboard, trans. Leo Black (New York: Da 
Capo Press), 1986. 
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progressions, as Mozart maintains the tension of the dominant pedal by not cadencing 

strongly in the tonic key, and never truly leaving it. 

Badura-Skoda, with typical musicologist’s mind, has attempted – very successfully – 
to project himself into the past, as opposed to re-interpreting the past in terms of his 
own present.89 
 

Other twentieth-century cadenzas written for Beethoven’s concertos include a 

completion of Beethoven’s sketch material; 90  a reconstruction of 1793 sketch 

material;91 and the resolution of the incomplete cadenza for op. 15 by Edward T. 

Cone.92 

Authenticity in terms of instrument range and reconstruction were not the 

twentieth century’s only concerns however: there was also a desire to do justice to the 

tradition of improvisation, experimentation, and novelty.93 In 1937 Tovey wrote a set 

of cadenzas for the G major concerto op. 58 and in his preface explained some of the 

principles on which they were based and his views on Beethoven’s own cadenzas: 

The ideal classical cadenza would be an actual extemporisation by a player capable of 
using the composer’s language and above the temptation to display anything so banal as 
‘a review of the progress of music since the composer’s date.’ …there is much truth in the 
view that all great art seems as if it were extemporised. …The immense labour shown in 
Beethoven’s innumerable sketches for all manner of works, from the greatest to the 
slightest, is mainly devoted to giving the written work the rhetorical perfection of an 
extemporisation. ... A faithful record of his [Beethoven’s] extemporisations would 
probably seem to us, and to Beethoven himself, both empty and wild, with frequent fine 
ideas already better expressed elsewhere. But it would certainly be incomparably better 
than the written cadenzas which Beethoven extemporised on paper.94 

 

                                                
89 Roger Smalley, “Alkan’s Cadenza for Beethoven’s Piano Concerto”, The Alkan Society Bulletin, 35 
(May 1988), 4. 
90 See Geoffrey Block, “A New Cadenza for Beethoven’s Fortepiano Concerto in C major, Opus 15”, 
The Beethoven Newsletter, 4, no. 3 (Winter 1989), 49, 62–67. This is a realization by William 
Dreesman of the Rondo sketches SV 359 and has been recorded by Murray Perahia (piano), Bernard 
Haitink (conductor), and the Concertgebouw Orchestra (CBS Masterworks 42177). 
91 Kenneth Cooper, Cadenza for Piano Concerto No. 2 in Bb major. Reconstructed from the 1793 
sketches (New York: International Music Company, 2007). 
92 See Edward T. Cone, “A Cadenza for Op. 15”, in Beethoven Essays: Studies in honor of Elliot 
Forbes, ed. by Lewis Lockwood and Phyllis Benjamin, 99–107 (Cambridge: Harvard University Press, 
1984). 
93 See Fazil Say, Kadenza zu Beethoven, Klavierkonzert No. 3/1 Satz (2001) (Mainz: Schott, 2007). 
94 Donald Francis Tovey, Cadenzas to Beethoven’s Fourth Piano Concerto (Oxford: Oxford University 
Press, 1937), preface. 
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Tovey writes that he began improvising his cadenzas at the age of thirteen, and that 

these cadenzas are the product of a lifetime’s playing, stating that: 

If one cannot achieve a natural fluency on paper after forty-five years’ practice of 
extemporisation, why ascribe the failure to an excess of scholarship?...My cadenzas will 
not have failed in their object if they stimulate players who most dislike them to develop 
the art of extemporising.95 

 

Tovey’s cadenza for the first movement of op. 58 falls largely into the category of the 

mosaic of quotations (see section 1.7). In this 81 bar cadenza certain compositional 

features of the movement are carefully chosen for further development such as the 

move from G major to Eb major although Tovey uses the exact figuration of the motif 

as it appears to herald the recapitulation of the movement at bar 253. With so much 

material transported from the movement in this way the cadenza loses the virtuosic 

elements that Beethoven has retained in his 1809 cadenzas. Tovey did make it clear 

that it was only for reasons of completion that he attempted to write down a cadenza 

for op. 58. Referring to Beethoven’s own third cadenza to op. 15 he wrote “…he 

[Beethoven] …made the rest of the work seem a close-knit argument. I should never 

dream of writing another cadenza to Beethoven’s C major Concerto.”96  

 This thesis will attempt to explore the possibility that where Tovey fails, 

Beethoven succeeds in demonstrating motivic development and form whilst retaining 

a sense of virtuosic display. It is this combination that makes it difficult to imagine the 

completion of the movement without them. A further point to consider is that the 

cadenzas exhibit some common formal characteristics. This may be because their 

purpose was pedagogy, and these points needed to be demonstrated to a student.  

Nineteenth-century developments in the art of improvisation and cadenza writing 

will be reviewed (in chapter 9) against changes in technical and artistic prowess, 

                                                
95 Ibid. 
96 Ibid. 
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concert-going habits, and contemporary audience expectations. After a review of 

teaching techniques and the role of virtuosi in the fostering of the ‘Beethoven 

tradition’, a comparison of completed and published cadenzas will be presented. This 

section of the study also discusses the legacy of recorded material attributable to 

individual performers, held in the National Sound Archive at the British Library, 

which includes examples of cadenzas that are decorated versions of Beethoven’s 

material. The cadenza affords a window of improvisatory opportunity that enables an 

audience to perceive a connection between the performing artist and the composer. 

These written down and recorded examples serve as a unique opportunity for a twenty 

first-century audience to discover the link of the great pianists of the past with the 

music of the master creator, in this instance, Beethoven. 
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Chapter 2 

 
Beethoven’s Cadenzas: The Development of Styles and Techniques 

 

 

 Introduction 

By 1809, the year in which Beethoven wrote out the cadenzas for his first four 

piano concertos, a real emphasis had been placed on the writing out of ‘improvisatory’ 

forms. From that point onwards, Beethoven apparently never again engaged with 

cadenza writing in any obvious manner, and there are no later cadenza sketches. 1809 

also saw the composition of the piano fantasia op. 77 and the Choral Fantasia op. 80 

(the last work for which Beethoven used the term ‘fantasia’ in the title), as well as the 

completion of the final piano concerto in Eb, op. 73, the ‘Emperor’. In his book Die 

Kriselder Konzertkadenz bei Beethoven1 Paul Mies suggests an internal motivation for 

the composition of so many ‘improvisatory’ works in such a short space of time: 

… the compositional difficulty which Beethoven was trying to solve was the problem 
of reconciling the ad libitum tradition with his increasing tendency towards 
compositional control and integration.2 
 

 
The procedures in the ‘Emperor’ concerto in Eb major, op. 73, would seem to support 

this point (see section 1.3.4).  

 In abandoning the ad libitum cadenza and fantasia Beethoven was aiming to 

achieve a new synthesis of improvisatory freedom with compositional control in his

                                                
1 Paul Mies, Die Krise der Konzertkadenz bei Beethoven (Bonn: H. Bouvier & Co. Verlag, 1970). 
2 Mies, as reported in Philip Whitmore, Unpremeditated Art, 202. 
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so-called ‘third period’ style. Instrumental recitatives, rhapsodic passages, expressive 

trills, sharp contrasts in mood, intense concentration of idea, blurring of structural 

divisions – these can all be observed in Beethoven’s cadenzas, and were to be 

incorporated into his late compositional style. As Philip Whitmore comments, “There 

is a sense in which Beethoven’s last quartets and piano sonatas represent the final 

chapter in the history of the classical cadenza.”3 

 

2. 1.  The Cadenza’s Origins as Cadential Embellishment 

Throughout the rich and varied history of the cadenza, the term itself has been 

used in many ways, relevant examples of which will now be examined. 

Several studies (of which Philip Whitmore’s Unpremeditated Art is the most 

extensive to date) have devoted space to the definitions of eighteenth-century theorists 

such as Quantz4, Rousseau,5 and Tosi.6 The emphasis in that period was the placement 

of the cadenza and the role of the performer in its improvised execution. To examine 

the cadenza of the eighteenth century, this standpoint may be sufficient, but for the 

purposes of this study it is necessary to highlight the shift of emphasis towards a 

concern for demonstrating that the material of the cadenza was an elaboration and 

extension of material already heard in the work. 

 

2. 2.  The Cadenza as Virtuosic Display 

When we turn to the cadenza as a kind of ‘compositional completion’ we 

encounter an apparent paradox which in practice is quite coherent. The strategic 

                                                
3 Whitmore, Unpremeditated Art, 203. 
4 Johann Joachim Quantz, Versuch einer Anweisung die Flöte traversiere zu spielen (Berlin, 1752), 
151; Edward R. Reilly, On Playing the Flute, second edition (London: Faber and Faber, 1985), 179. 
5 See the entries for ‘cadence’ and ‘cadenza’ in J.-J. Rousseau, Dictionnaire de Musique (Amsterdam: 
Marc Michel Rey, 1768), 97–110. 
6 See Whitmore, Unpremeditated Art, 203. 
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approaches to the construction of cadenzas are conventional and rule-governed but the 

resulting possibilities of actual content remain wide and varied. The success or failure 

of this system depended on how the original composer-performer managed the 

balance and decorum of the performance in accordance with the precepts of ‘taste’– a 

mobile term partly dependent on the make up, musical knowledge, and expectations 

of the audience.  

The levels of these types of knowledge and expectation can be adumbrated in 

three common, but differing, definitions of cadenza. The first, from a small modern 

generalist dictionary, highlights the act of performance as  “an elaborate passage for a 

solo instrument or voice, showing off the performer’s skill”.7 This points to a view 

that is certainly commonly held, but does not include all aspects of its context within 

the forms such as the concerto, especially in the light of developments in twentieth-

century performance practice. The Oxford Dictionary of Music, a specialist work of 

musical references, begins its definition by describing the cadenza as “a flourish 

(properly improvised) inserted into the final cadence of any section of a vocal aria or 

a solo instr. movement”.8 The same article also briefly describes the harmonic 

motivation behind the cadenza and the development of the cadenza as an episode 

written out by the composer, and finishes by opining that “with the growth of aleatory 

procedures, the improvised cadenza has come back into its own”.9 The Shorter Oxford 

English Dictionary gives dates for its two definitions as follows: “1836 … A flourish 

given to a solo voice or instrument at the close, or between two divisions of a 

movement. b. A brilliant solo passage towards the close of the first or last movement 

                                                
7 “Cadenza”, The Oxford Paperback Dictionary, compiled by Joyce Hawkins, 3rd edn (Oxford: Oxford 
University Press, 1988), 110. 
8 Michael Kennedy, “Cadenza”, The Oxford Dictionary of Music, 2nd edn, assoc. ed. Dr Joyce Bourne 
(Oxford: Oxford University Press, 1994), reprinted with corrections 1997, 140. 
9 Ibid., 140. 
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of a concerto, in which the main themes are further developed 1879.”10 The modern 

Oxford English Dictionary, a large general dictionary, has the same 1836 definition as 

The Shorter Oxford English Dictionary, but goes on to state: 

Sometimes called cadence: the use of the Italian word is designed to differentiate the 
two. 
 
…Formerly the Cadenza was, by Italian as well as English singers, considered 
indispensable. The French never admitted it… its object is to show off the skill of the 
performer. It was formerly customary to leave the cadenzas for improvisation.11 

 

 

2. 3.  The Cadenza as Extension of Form 

 The three definitions above were chosen specifically to draw distinctions 

between the general view, the specialist view, and the modern and historical view. A 

glance at these broad definitions reveals that with reference to this study, the ‘b. 

(1879)’ definition of The Shorter Oxford English Dictionary is the most helpful, as it 

is the only one that mentions the point of musical derivation of the material. The 1879 

source to which the entry refers is Parry’s article on the cadenza for the first edition of 

Grove’s Dictionary of Music and Musicians.12 Its detailed observations seem to have 

established the normative view of the term, though it is not quite as alert to all 

procedures found in cadenzas as it might appear.13 

CADENZA in its simplest acceptation the term stands for a flourish of indefinite 
form, introduced upon a bass note immediately preceding a close of some finality; 
that is, occupying the position of a full stop either to an entire movement or to an 
important section of one...so that, the piece coming to an end immediately afterwards, 

                                                
10 The Shorter Oxford English Dictionary on Historical Principles, s.v. “Cadenza”, prepared by 
William Little, H.W. Fowler, and Jessie Coulson, revised and edited by C.T. Onions, 3rd edition 
completely reset with etymologies revised by G.W.S. Friedrichsen and with revised addenda (Oxford: 
Oxford University Press, 1973), 264. 
11 http://dictionary.oed.com/cgi/entry/50031030cadenza, accessed 29 June 2008. 
12 C.H.H. Parry, “Cadenza”, A Dictionary of Music and Musicians, edited by Sir George Grove, 4 vols 
(London: Macmillan, 1879–89), 1, 293–94. 
13 C.H.H. Parry, “Cadenza”, A Dictionary of Music and Musicians, 1, 293–94. The musical example 
that follows is not included here. 
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the audience should have the impression of astonishment fresh in their minds to urge 
them to applause. 
The idea thus originated spread widely to all kinds of music, and in course of time its 
character has changed considerably, though the flourish of which it is composed is 
still its conspicuous feature. In instrumental music it fulfils a peculiar office, as it is 
frequently introduced where a pause in the more important matter of the movement is 
desirable, without breaking off or allowing the minds of the audience to wander. Thus 
it occurs at points where the enthusiasm of the movement has been worked to such a 
heat that it is necessary to pause a little before returning to the level of natural ideas 
of the themes, as in Liszt’s ‘Rhapsodie Hongroise’ in A, and Chopin’s ‘Notturnos’ in 
F minor and C# minor. Chopin uses them frequently when the main business of the 
movement is over, in order to prevent the close, which follows immediately, being 
too abrupt. At other times it occurs as a connecting link between two movements, or 
between an introduction and the movement following it, where for certain reasons it 
is expedient to pause a while on some preparatory chord, and not to commence 
serious operations before the minds of the audience have settled to the proper level. 

Specimens of this kind are common in the works of many great masters-e.g. 
Beethoven’s Sonata in Eb (op. 27, No 1), Adagio; Sonata pathetique; Variations in F 
(op 34); Brahms’s Sonata in F# (op. 2, last movement); Mendelssohn’s ‘Lobgesang,’ 
connecting the first movement with the second. 

The greater cadenza, which is a development of the vocal flourish at the end 
of a vocal piece already spoken of, is that which it is customary to insert at the end of 
a movement of a concerto for a solo instrument. Like its vocal predecessors the 
concerto cadenza usually starts from a pause on a chord of 6–4 on the dominant, 
preparatory to the final close of the movement, and its object is to show off the skill 
of the performer. Such cadenzas may occur in either the first or last movement, and 
even in both, as in Mozart’s Concerto in D minor and in Beethoven’s in G. With 
regard to their form there is absolutely no rule at all. They should contain manifold 
allusions to the chief themes of the movement, and to be successful should be either 
brilliant or very ingenious; containing variety of modulation, but rather avoiding 
progressions which have been predominant in the movement itself; and the more they 
have the character of abandonment to impulse the better they are. It was formerly 
customary to leave the cadenzas for improvisation, and certainly if the frenzy of 
inspiration could be trusted to come at the right moment, impromptu cadenzas would 
undoubtedly be most effective in the hands of real masters of the situation. Moreover, 
it is chiefly in the sense of their being the exposition of the player’s special capacities 
that they are defensible, for as far as the composer is concerned the movement 
generally offers full opportunities for display of the powers of the executant. 

Still, custom is generally stronger than reason, and it was long before 
cadenzas began to show signs of dying out. And as the art of EXTEMPORISATION 
(q.v.) for various reasons considerably declined, it became more and more habitual 
for composers to write their own cadenzas in full, as Beethoven did in the Eb major 
Concerto and Schumann in his A minor Concerto. 

Beethoven also wrote cadenzas for his other concertos and for Mozart’s D 
minor; and these are published separately. Many famous musicians have supplied the 
like for classical concertos, Moscheles for Beethoven’s and Hummel for Mozart’s. 

The indication for a cadenza, when not written out in full, is a pause or 
fermata  indicating its commencement, usually over a rest in the solo part, and 
over the last note in each of the orchestral parts; another pause over a shake in the 
solo part indicating its close. The example is taken from Beethoven’s Concerto in C 
minor, pianoforte part. 
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Parry raises several interesting points in this article, the ramifications of which 

will be explored throughout this thesis. The first is his statement about the form of the 

cadenza, saying that “there is absolutely no rule”. This is in regard to the content, not 

the position or purpose of the cadenza. A comparison of published cadenzas for 

Beethoven’s concertos shows that many of them share certain formal aspects, and 

what this study intends to show is that this is made to happen by intention. Parry says 

that a cadenza should “contain manifold allusions to the chief themes…avoiding 

progressions which have been predominant in the movement itself” and yet as this 

study will demonstrate one of the ways in which pianists of a later tonal age have 

attempted to marry their improvisations with the surrounding structure is precisely by 

the device of harmonic imitation of the movement.14 

Three justifications for cadenzas are presented in Parry’s article. The first is 

the argument for performance display; the second is the compositional argument in 

respect of intensity management as demonstrated by the Liszt and Chopin examples; 

and the third is the referencing argument. Parry quotes two examples of this third 

kind in Beethoven sonatas, but, as this study will show, Beethoven’s cadenzas15 to his 

concertos (and those of his pupils) mix elements of all three of the above ideas to 

form a coherent whole while cadenzas by other composers simply use the “allusions 

to the chief themes” to create a vehicle for display (see sections 9.3.2 and 9.3.4 for 

examples of this in cadenzas by Moscheles, and 9.4.3 and 9.4.5 for examples by Clara 

Schumann and Brahms).  

Parry ends paragraph four by saying that the cadenza was necessary from the 

point of view of performers to show their particular personal capabilities, as the 

composer had already incorporated the opportunities for virtuoso display into the 

                                                
14 See for example the cadenzas by Clara Schumann discussed in detail in chapter 9. 
15 See 5.3, 6.3, 7.3, 8.4, 9.1.2, 9.1.3, 9.1.4, and 9.2.4. 
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movement, and goes on to state that the decline of the cadenza was due to the decline 

in the art of extemporization. One consequence of pianist/composers incorporating 

more formal aspects into the structure of the cadenza is that it became an integral part 

of the plan of the movement. This in turn led to composers simply writing the cadenza 

into the solo part as in the works mentioned above (Beethoven op. 73, and Schumann 

op. 54). The ever-increasing levels of virtuosity in the nineteenth century, combined 

with technological advances in the instruments, gave composers the chance to 

experiment with different textural combinations during the movements of the concerto 

and increase the level of complexity and dialogue possibilities throughout. This 

reduced the need for pause with improvisatory display towards the end of the first 

movement, as the dramatic impetus was spread more evenly throughout the 

movement, and dissipated over a longer period, with instances of the solo instrument 

playing throughout the final coda becoming more usual.  

 

2. 4.  The Significance of a List of Cadenzas 

 Parry’s article on the cadenza remained unaltered in the second edition of 

Grove’s Dictionary of Music and Musicians. In the third edition, edited by H.C. 

Colles and published in 1927,16 the final two paragraphs of Parry’s text are omitted 

and instead a list of cadenzas to classical concertos is given. Although there is a 

disclaimer noting the list’s incompleteness, it does show a greater awareness of the 

cadenzas by a number of nineteenth-century pianists:17 

TO BEETHOVEN: [complete set] by the composer (1 vol.); [complete set] by Reinecke; No. 
4, in G, op. 58, by Bülow, Dohnãnyi, Godowsky, Saint-Saëns, D’Albert and Stenhammar. 4 to 
the 1st movements in C & C minor, and to the 1st and last movements of No. 4 in G, by 

                                                
16 C.H.H. Parry, “Cadenza”, Grove’s Dictionary of Music and Musicians, 3rd edition, edited by H.C. 
Colles, 5 vols (London: Macmillan, 1927), 1, 531. 
17 This list is given in the third-edition entry as being that of Heinrich Knödt, “Zur 
Entwicklungsgeschichte der Kadenzen im Instrumentalkonzert”, Sammelbände der Internationalen 
Musikgesellschaft, Leipzig, 15 (1913–14), 375–419.  
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Busoni; 6 (2 each) to Nos. 1 and 4, and 1 each to Nos. 2 and 3, by Moscheles; 1 each to the 4, 
by Rubinstein; 1 to C minor and 2 to G major by Clara Schumann; No. 3 in C minor, by J. 
Wieniawski. 

 

By 1954, the fifth edition edited by Eric Blom18 has discarded the list of 

cadenza suggestions. No other change to the text of the article was deemed necessary, 

yet it would seem that aspects of the function and reception of the cadenza had 

undergone dramatic changes. The list of cadenzas was, as the author of the article 

suggested, by no means complete, but it was representative of the great pianists within 

living memory who had made a conscious effort to style themselves in the perceived 

tradition of Beethovenian playing. Omitted from the list, however, were Czerny and 

Liszt, direct descendants in terms of the musical line of piano pupils from Beethoven. 

Since well-known pupils of Liszt were included in the above list, it seems plausible 

that the exclusion of these two musicians had a lot to do with their constantly 

fluctuating fortunes, in terms of perception of the quality of their compositional 

output (see chapter 9 of this study for further discussion of this point). It is possible 

that the author of the article did not know of the existence of Czerny’s cadenzas for 

opp. 15, 19, and 37, or Liszt’s cadenza for op 37. Yet the Liszt cadenza was given its 

British premiere in a concert on 8 February 1886, by Walter Bache, in a programme 

consisting entirely of piano concertos (Liszt’s 2nd piano concerto, in A major, 

Beethoven op. 37, and Chopin-Tausig op. 11),19 so it is more likely that the list was 

chosen to demonstrate “ideal” cadenzas.20 

                                                
18 C.H.H. Parry, “Cadenza”, Grove’s Dictionary of Music and Musicians, 5th edition, edited by Eric 
Blom, 9 vols (London: Macmillan, 1954), 2, 12–13. 
19 See Monthly Musical Record, 7 (1877), 65, and The Athenaeum (13 February 1886). Musical World, 
64 (1886), 108, felt that it was “played with evident enjoyment of its difficulties”. See Michael Allis, 
“‘Remarkable force, finish, intelligence and feeling’: Reassessing the Pianism of Walter Bache” in The 
Piano in Nineteenth-Century British Culture: Instruments, Performers, and Repertoire, edited by 
Therese Ellsworth and Susan Wollenberg (Aldershot: Ashgate Publishing Ltd, 2007), 211–12. 
20 This concept will be explored further in chapter 10 of this study. 
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The inclusion of a list of cadenzas indicates that the editor was thinking of the 

cadenza in terms of something that engenders distinct, enduring, composed episodes 

rather than something that is merely improvised, even if it still retains, in Parry’s 

words, the “character of abandonment”. By 1954, ninety years after the publication of 

Beethoven’s cadenzas for his own concertos, trends in the music world had changed 

sufficiently for the list to become unnecessary. Cadenzas were still being published, 

but the number of pianists (only three performing generations away from Beethoven) 

playing their own versions within the performance situation was dying out. As tonal 

language diverged more and more sharply from that of Beethoven’s time, and a desire 

for a recreation of so-called authentic performances grew, performers either used 

Beethoven’s own cadenzas, or deliberately composed other examples in an idiom 

completely removed in style from its surroundings (e.g., Benjamin Britten’s cadenzas 

for Mozart’s piano concertos and Haydn’s cello concerto in C). 

A comparison of the entries on cadenza in Musik in Geschichte und 

Gegenwart21 and the most recent edition of Grove22 does not reveal a significantly 

different approach to their form and content, however, Musik in Geschichte und 

Gegenwart sums up the end of a section describing Beethoven’s cadenzas for his 

concertos thus: 

Sie erschöpft sich nicht in der Demonstration spieltechnischer Virtuosität, sondern 
wird “über ihren virtuosen Zweck hinaus zur geistigen Aufgabe”…23 
 
 

                                                
21 Die Musik in Geschichte und Gegenwart: Allgemeine Enzyklopädie der Musik, second revised 
edition by Ludwig Finscher, 29 vols (Kassel/London: Bärenreiter, 1994–2008). 
22 The New Grove Dictionary of Music and Musicians, 2nd edition, edited by Stanley Sadie (London: 
Macmillan, 2001). 
23 Volker Scherliess, “Exkurs: Kadenz”, Die Musik in Geschichte und Gegenwart: Sachteil, vol. 5, 
671–75, at 674: “It amounts to more than the display of technical virtuosity but ‘reaches beyond its 
virtuoso aims to a spiritual purpose …’”. This includes a quotation from W. Osthoff, ed., Ludwig van 
Beethoven: Klavierkonzert Nr. 3 c-moll, op. 37, Meisterwerke der Musik, 2 (Munich: Wilhelm Fink 
Verlag, 1965), 16. Although geistig can also mean intellectual depending on the context, I think this 
refers to the way in which the cadenza in Beethoven’s hands transcends the mere purpose of display. 
Translation assistance provided by Dr Joseph Spooner. 
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This of course puts a different complexion on the ultimate aim and purpose of the 

cadenza. 

 

2. 5.  The Cadenza Tradition as Understood by Beethoven 

 

Beethoven’s cadenza writing demonstrates a working knowledge of the 

principles of C.P.E. Bach as outlined in his Versuch über die wahre Art das Clavier zu 

spielen.24 Richard Friedman25 demonstrated that Bach’s instructions about keyboard 

fantasia writing and improvisatory practice provided Beethoven with the materials to 

expand the form of his cadenzas. This study will go on to show that Beethoven’s pupil 

Czerny was familiar with C.P.E. Bach’s Versuch26 and the result of Czerny passing 

this approach to improvisation on to his student Liszt will be examined in detail, but 

first it remains to outline concerto form as understood by Beethoven’s predecessors so 

that Beethoven’s own developments can be clarified. The experimentation of C.P.E. 

Bach as detailed below led to a more standardized approach to the placement of the 

cadenza, the growing significance of motivic development and relationship to the 

surrounding movement, the preparation of the tutti approach to the cadenza, and 

evidence will be shown that he planned some cadenzas at the same time as the 

composition of the concerto. 

C.P.E. Bach’s concerto in C minor Wq. 31, from his court years, is an example 

of a work demonstrating Empfindsamkeit, the rhetorical approach to composition that 

                                                
24 C.P.E. Bach, Versuch über die wahre Art das Clavier zu spielen, 2 vols. (Berlin: Henning, 1753–62).  
25 Richard Friedman, “The Original Cadenzas in the Piano Concertos of Beethoven” (Ph.D. diss., 
Boston University Graduate School, Ann Arbor, 1989). 
26 Czerny reported his first visit to Beethoven as follows: “Beethoven turned to my father and said, 
‘The boy has talent; I will teach him myself, and I accept him as a pupil. Send him to me several times 
a week, but first of all see that he gets Emanuel Bach’s treatise on the True Art of Keyboard Playing, 
which he must bring with him next time.’”; Carl Czerny, On the Proper Performance, 5. 
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prevailed in North Germany during the middle of the eighteenth century, of which 

C.P.E. Bach was the leading exponent. A detailed comparison by Jane Stevens27 of the 

first movement of this concerto with those of Wq. 30, and K. 175 and K. 503 by 

Mozart shows the similarities of the procedures adopted by the two composers and the 

influence that the works of C.P.E. Bach had on Mozart. Although there is a written-

out cadenza for the first movement, almost all of the cadential fermatas occur in the 

penultimate bar of the slow movement in the C.P.E. Bach’s works at this period.28 

Very few of Bach’s cadenzas are written out in the works themselves. The final 

cadences of the slow movements are written out in longer notes than those in the 

section preceding, resulting in a feeling of expansion. Expressive chromaticism is 

another characteristic of the section approaching the cadenza. Extreme dynamics are 

also explored at this point, and the effect is a heightening of intensity rather than 

virtuosic display. In chapters 5–8 of this thesis the case studies will show that 

Beethoven both adopted and expanded the form of the concerto as developed by 

C.P.E. Bach and Mozart before him. 

A surviving anthology of 75 cadenzas by C.P.E. Bach29 has been described in 

detail by Philip Whitmore.30 The scale of these cadenzas is small, usually 1–1½ lines 

of music, and, significantly, as we will discover in the later practices of Beethoven, of 

those about a third have some motivic or thematic connection with the movement for 

which they were intended. In most cases this is the motif heard immediately before 

                                                
27 Jane Stevens, “The Importance of C. P. E. Bach for Mozart’s Piano Concertos”, Mozart’s Piano 
Concertos: Text, Context, Interpretation ed, Neal Zaslaw (Ann Arbor: University of Michigan, 1996), 
211–36. 
28 Daniel Heartz and Bruce Alan Brown, “Empfindsamkeit”, New Grove, 2nd edition, 8, 190–92. 
29 B-Bc manuscript 5871. Catalogue de le bibliothèque du Conservatoire Royal de Musique de 
Bruxelles. Dressé par ordre de Matières, Chronologique et Critique par Alfred Wotquenne. Vol 1–4 
(J.J. Coosemans: Bruxelles, 1898–1912.), 2, 1902, 294. 
30 Whitmore, Unpremeditated Art, 93. 
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the cadential fermata. The cadenza for Wq. 31 is one of the few examples using a 

motif that was significant in the movement as a whole. 

 One cadenza in this collection, for the first movement of Wq. 45 of 1778 

contains a further development which will be taken up by Beethoven. It begins with a 

quotation of the opening bars of the concerto over a 6/4 chord (see figure 2.1). The 

phrase is prolonged by the repetition of this figure in different harmonic and 

Figure 2.1 The opening bars of C.P.E. Bach’s cadenza for Wq. 45. Extract from Whitmore, 
 Unpremeditated Art, 90. 

melodic guises, and it leads into a rhapsodic, fantasia-like chromatic passage in 

demisemiquaver groups. The continuation is not thematic, but the clear reference at 

the opening to the surrounding movement, as well as the length and scale of this 
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cadenza, places it in a different category from any of the others in the manuscript. It is 

possible that this was written in response to the influence of other composers Bach 

may have heard by 1778.31 This cadenza is the first example of an elongated treatment 

of the material in the way that Beethoven was to develop more extensively.  

 There is another area of great significance to the development of the cadenza. 

Very few of the cadenzas by C.P.E. Bach are approached by a tutti statement – the 

cadential approach is usually made by the soloist – but in the few that have some 

orchestral participation, there are extremes of dynamic preparation that dramatise the 

approach of the cadenza. In most cases he does not go so far as to separate the final 

cadence from the cadenza, and Philip Whitmore discusses these examples in detail32 

but this study will go on to demonstrate that this is the most significant aspect of 

Bach’s contribution to Beethoven’s development of the form of the concerto at this 

important structural point.  

 The collection of six harpsichord concertos written in Hamburg, Wq. 43, (H. 

471–6)  shows C.P.E. Bach experimenting further with innovative elements of style to 

be adopted by his successors. The most important point for this study, however, is that 

these six concertos written for amateurs contain cadenzas written into the score as the 

advertisement below states: 

 At the request of many amateurs of music six easy harpsichord concertos by 
 Capellmeister C. Ph. E. Bach are to be published…[They] are provided with written-
 out cadenzas.33 
 

                                                
31 For further discussion of this point, see Whitmore, Unpremeditated Art, 91. Whitmore suggests that 
the length and scale of this cadenza may have resulted from the influence of cadenzas written by South 
German composers. Composers known to have influenced C.P.E. Bach were J.S. Bach, G. Benda, G.A. 
Homilius, G.P. Telemann, and contemporaries such as Handel, Graun, and Haydn; see Malcolm Boyd, 
“Carl Philipp Emmanuel Bach”, New Grove, 2nd edition, 2, 387–408. 
32 Whitmore, Unpremeditated Art, 77–97. 
33 This advertisement appeard in the Hamburgischer Unpartheiischer Correspondent, 69, Apr. 1771. 
Translation from Leon Crickmore, “C.P.E. Bach’s Harpsichord Concertos”, 227–241, Music and 
Letters, 39 (July,1958), 237.  
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Whitmore makes the point that the cadenzas were conceived at the time of 

composition of the concertos, with Bach intending them to be used, and therefore they 

must be regarded as obbligato cadenzas.34 He draws attention to the cyclic elements of 

H. 474, the dramatic dynamic approaches to first movement cadenzas (H. 471 in F 

major, 473 in Eb major, 475 in G major, and 476 in C major), the rhapsodic writing 

and changing harmonies of the cadenzas for H. 473 and 475 and the loose thematic 

relationships present in H. 476.35 The influence on Beethoven’s style as he adopted 

these elements will be discussed in succeeding chapters. 

 The information provided by the concerto scores, and manuscripts for C.P.E. 

Bach’s cadenzas demonstrates a further significant point in the development of the 

form of the concerto. It shows that the majority of his cadenzas were planned for the 

second movements of his concertos, and about half of the first movements were 

intended to contain cadenzas. In comparison only a few of the finale movements 

required cadenzas. This is a characteristic of the North German composers which 

reflects the influence of the Empfindsamkeit expressive ideals for the second 

movement, and a certain restraint towards the form of the finale. It is an approach 

which was adopted by Mozart, and in turn, Beethoven.36 

 

 

2. 6.  Mozart’s Piano Concertos 

 The works of Beethoven’s closest contemporary, Mozart, are of great 

significance to this study. Mozart’s 27 piano concertos encompass a large section of 

his compositional output spanning his entire performing life. They offer information 

                                                
34 Whitmore, Unpremeditated Art, 93. 
35 Ibid. 
36 For more detail on this point see Philip Whitmore, Unpremeditated Art, 80.  
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about his performance styles and compositional practices. Mozart’s music was held in 

particular regard by the Elector of Bonn, Maximilian Franz, and the Elector’s 

accession in 1784 would have enabled Beethoven to become familiar with Mozart’s 

latest works almost as soon as they became available.37 Beethoven’s regard for 

Mozart’s piano concertos is well known. Antoine Reicha, who became a friend of 

Beethoven’s after his arrival in Bonn in 1785, reports Beethoven’s only known 

performance of a Mozart piano concerto at court.38  All but two of Mozart’s piano 

concertos had been completed by the time of Beethoven’s 1787 visit to Vienna,39 and 

evidence given by Beethoven’s contemporaries shows that he had the opportunity 

have some lessons with Mozart on this visit.40 Ferdinand Ries later claimed that 

“during his first stay in Vienna Beethoven had received some lessons from Mozart, 

but, he complained, Mozart had never played for him.”41 Ries must have meant that 

there was no playing in the lessons, because Czerny told Jahn that Beethoven had 

heard Mozart:42 “… he [Mozart] had a fine but choppy way of playing, no ligato.  

Czerny adds that Beethoven played this way at first, treating the pianoforte like an 

organ.”43 

                                                
37 This is suggested by Thayer, see Forbes, Thayer’s Life of Beethoven, 67. 
38 “One evening when Beethoven was playing a Mozart piano concerto at the Court, he asked me to 
turn the pages for him.”; J.G. Prod’homme, “From the unpublished autobiography of Anton Reicha”, 
Music Quarterly, 22, no. 3 (1936), 351. Tia De Nora states that this incident took place in 1795 in 
Vienna (Tia De Nora, Beethoven and the Construction of Genius, Berkeley: University of California 
Press, 1995, 175), but in 1795 Reicha was living in Hamburg. For further discussion of this point, see 
Tilman Skowroneck Beethoven the Pianist, 53. 
39 For details of Mozart’s concertos, cadenzas, and dates of completion, see Cliff Eisen and Stanley 
Sadie, “Mozart, Wolfgang Amadeus: Works”, New Grove Dictionary, 2nd edition, 17, 326–27. 
40 See Wegeler and Ries, Remembering Beethoven, 75. 
41 Wegeler and Ries, Remembering Beethoven, 75. 
42 Simon Keefe claims that Beethoven played once for Mozart, despite the fact that Ferdinand Ries and 
Czerny are in disagreement over whether or not Beethoven heard Mozart play. See Simon Keefe, 
“Beethoven, Ludwig van”, in The Cambridge Mozart Encyclopedia, edited by Cliff Eisen and Simon 
Keefe (Cambridge: Cambridge University Press, 2006), 48. 
43 Alexander Wheelock Thayer, Ludwig van Beethovens Leben, edited by Hermann Deiters, revised and 
completed by Hugo Riemann, 5 vols (Leipzig: Breitkopf & Härtel, 1907–1917), 1, 215, as cited in 
Forbes, Thayer’s Life of Beethoven, 88. 
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 Before Beethoven’s tutelage with Haydn, Mozart’s concertos, along with his 

knowledge of those by C.P.E. Bach, provided him with models for the form of the 

concerto. As this chapter will demonstrate, there are some similarities in the approach 

of both composers, and some crucial differences. The similarities must surely stem 

from their shared musical heritage. 

Mozart’s early concertos may have had a pedagogical purpose,44 but he wrote 

later works for his pupils. 45  Others were for professional artists (K. 271 

‘Jeunehomme’,46 and K. 456 ‘Paradies’47), and some were reserved specifically for 

Mozart’s own performing use. The genre fulfilled an important function in his life as 

a performer, a composer, and also, based on the number of works written for students, 

as a teacher.  

 

2. 7.  Mozart’s Cadenzas 

The surviving sources for Mozart’s piano concertos reflect his response to the 

requirements of the different intended performers – himself and others, both 

professional and amateur. A dated autograph score exists for almost every solo piano 

concerto,48 and from 1784 Mozart also kept a thematic catalogue of his works. 

                                                
44 K. 37, 39, 40, 41, and 107. For more detail on this point see Neal Zaslaw, “Contexts for Mozart’s 
Piano Concertos”, in Mozart’s Piano Concertos: Text, Context, Interpretation, ed. Neal Zaslaw (Ann 
Arbor: The University of Michigan Press, 1996), 8. 
45 See Michael Lorenz, “New and old Documents concerning Mozart’s Pupils Barbara Ployer and 
Josepha Auernhammer”, Eighteenth-century Music, 3, no. 2 (2006), 313, and Cuthbert Girdlestone, 
Mozart and his Piano Concertos, 2nd edition (Norman: University of Oklahoma Press, 1952; repr. 
New York: Dover Publications, 1964), 88–91. 
46 Victoire Jenamy. See Michael Lorenz, “The Jenamy Concerto”, Newsletter of the American Mozart 
Society, 9 (2005), Nr. 1, 1–3.  
47  Maria Theresia Paradis (1759–1824). See Rudolph Angermüller, Hidemi Matsushita and Ron Rabin, 
“Paradis [Paradies], Maria Theresia”, New Grove, 2nd edition, 19, 64. 
48 The exception is the Salzburg version of K. 175 in D (1773), lost, but documented. 
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Performance parts for all but K. 242, K. 456, K. 459, K. 482, K. 488, K. 491, K. 503, 

and K. 537 are in still existence, and 52 original cadenzas survive.49 

Beethoven’s piano concertos were written with his own performance in mind 

from the outset, with only his increasing deafness causing him to hesitate over giving 

the first performance of op. 58, and eventually preventing him from giving the first 

performance of op. 73. The early sketches for the cadenzas also show his preparation 

for his own performances. When the concertos were published and other pianists 

began to perform them more often, Beethoven was asked to write cadenzas for them, 

but he generally encouraged performers to write their own. Ferdinand Ries wrote 

about his preparations for performing Beethoven’s op. 37 concerto for the first time 

(this will be discussed in more detail in section 3.4 and chapter 7). Beethoven was 

prepared to hear his cadenza and even advised him to change a technically difficult 

passage that he had not mastered, but did not compose one for him.50 Evidence such 

as the letter below shows however that Mozart thought of himself as being the 

primary performer of his own concertos and cadenzas.51 

I am sending you at the same time the last rondo which I composed for my concerto 
in D major and which is making such a furore in Vienna. But I beg you to guard it 
like a jewel–and not to give it to a soul to play–not even to Marchand and his sister. I 
composed it specially for myself–and no one else but my dear sister must play it.52 
 

It is in Mozart’s piano concertos that the first-movement cadenza is firmly 

established. Some piano concertos contain second-movement cadenzas, and 

embellished fermatas and Eingänge are present in all movements, but most cadenzas 

are for first movements. This was not a precedent necessarily followed by his 
                                                
49 For a more detailed discussion of the surviving sources, see Christoph Wolff, “The Many Faces of 
Authenticity: Problems of a Critical Edition of Mozart’s Piano Concertos”, in Mozart’s Piano 
Concertos, ed. Zaslaw, 19–28. 
50 See Wegeler and Ries, Remembering Beethoven, 101–02. 
51 Mozart’s own portfolio of cadenzas was acquired by Johann Anton André (1775–1842). See 
Wolfgang Plath, “André, Johann Anton”, New Grove, 2nd edition, 1, 619–21. A composer and 
publisher, he published the cadenzas of Mozart in Cadences ou points d’orgue (Offenbach, 1804). 
52 Anderson, Letters of Mozart, 798, letter no. 445, 23 March 1782. 
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Viennese contemporaries, but it is one that was adopted by Beethoven. The practice 

reflects the relative weight of the first movement of the concerto as opposed to the 

lighter style of the finale. 

It has often been stated that Mozart wrote down his cadenzas for his students 

to use, but whilst a number of concertos were written specifically for pupils, there is 

no evidence that cadenzas were written solely for the use of his pupils rather than 

himself. The only cadenzas known to be written specifically for the use of a student or 

dilettante are those for K. 246 (set a), written for the Countess Lützow. This concerto 

also contains a written-out basso continuo realisation, and was used by Mozart for 

teaching during his Mannheim–Paris trip of 1777–78.53 

By the 1780s, the status and length of the cadenza had so expanded that it was 

necessary even for amateurs to include something in their performance of equal 

stature, as Clementi’s Musical Characteristics, a set of preludes and cadenzas in the 

styles of six contemporary composers composed for this market, shows.54 As the form 

expanded, it is possible that Mozart wished to have a written-down form of 

embellishment, even if he did not always use it.55  

As would be the case with Beethoven, Mozart was more than capable of 

improvisation in public. He is known to have done so during his early Salzburg 

performing days, so the existence of the cadenza manuscripts shows that he attached 

some importance to the planning of the event. Mozart may have altered details in 

performance, but the cadenza sources show carefully planned structures thoughtfully 

                                                
53 NMA, V/15/2, preface, viii. 
54 Muzio Clementi, Clementi’s Musical Characteristics, or A Collection of Preludes and Cadences for 
the Harpsichord or Pianoforte composed in the style of Haydn, Kozeluch, Mozart, Sterkel, Vanhal and 
the author. Op. 19. (London: Longman and Broderip, 1787). 
55 Those for K. 271 and K. 488 were written into the score. See Whitmore, Unpremeditated Art, 140 
and 142. 
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notated rather than sketched. A letter written to his father referring to material to be 

sent on to Nannerl shows something of the process of completing his cadenzas: 

I have not yet changed the Eingänge in the Rondo [of K. 271] because when I play the 
concerto I always do what comes to my mind.56 
 
As Christian Wolff has stated, the written evidence above and the absence of 

written-out cadenzas from the Salzburg period may reflect an earlier practice of 

improvisation in performance, rather than a loss of cadenza material.57 This raises two 

points: that improvisation was a hallmark of the earlier Salzburg style of the 1770s, 

and that Mozart later considered that stylistic adjustments were necessary – the 

majority of the written-out cadenzas originate from the Viennese years after 1783.  

 

 

2. 8.  Mozart’s Styles of Improvisation and their Relevance for 
Beethoven 

 

The Badura-Skodas58 and Wolff59 discuss aspects of Mozart’s improvisational 

style. This study will demonstrate the ways in which Beethoven studied and adopted 

that style, and how both composers were aware of the work of their precursor, C.P.E. 

Bach. Mozart’s cadenzas show a wide range of improvisatory approaches that can be 

broadly divided into two categories: 

1) Those in the non mesuré style, in the tradition of the mid-eighteenth century 
free fantasia. These would be notated without barlines, requiring frequent and 
often abrupt tempo changes, and contain free declamatory passages, with 
contrasting textures, from figurative passagework to chordal sections. 
 

                                                
56 Translation from Eva Badura-Skoda “On Improvised Embellishments and Cadenzas in Mozart’s 
Piano Concertos”, Mozart’s Piano Concertos, ed. Zaslaw, 365–371, 367. Wilhelm A. Bauer, Otto Erich 
Deutsch, and J. H. Eibl, eds., Mozart: Briefe, 1, 251, January 22, 1783, Letter no. 722.  
57 Christian Wolff in “Cadenzas and styles of improvisation”, Perspectives, 228–38, 232.  
58 Paul and Eva Badura-Skoda, Interpreting Mozart on the Keyboard, translated by Leo Black (New 
York: Da Capo Press, 1986). 
59 Wolff, “Cadenzas and Styles of Improvisation”, 232–38. 
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2) Those in the en mesure style, in strict time with barlines notated and only 
brief unmeasured passages inserted. They contain clearly shaped musical 
phrases and incorporate some thematic and motivic development. 
 

Both of these types are virtuosic in nature, but as they represent two different 

improvisatory conventions, different musical aspects are highlighted. 

In the early concertos of the Salzburg period the non mesuré style 

predominates. (For example the Eingänge (set a) in the third movement of K. 271). 

From about 1779 Mozart’s cadenzas began to be more thematically related to the first 

movement. They are written in a tripartite form60 and often follow a common 

harmonic scheme bVI, V/V, V7. The quickly changing figurative passages and 

textures, and unpredictable harmonic and textural changes of the earlier cadenzas are 

no longer present in the Viennese cadenzas. Non mesuré phrases can still be found, 

but they are limited to occasional passages. These cadenzas contain material from the 

first subject group of the movement. Wolff makes the point that the development and 

refinement of this thematic material allowed Mozart to make adjustments to the shape 

of the work after the completion of the score, thus updating the work in later 

performances, and this study will demonstrate that Beethoven also adopts this 

approach.61 

As chapters 5 to 8 will demonstrate, Beethoven takes some of the elements 

found in Mozart and expands upon them in his own works. Beethoven adopts both 

Mozart’s en mesure and non mesuré styles of writing for his Eingänge and cadenzas, 

and this study will demonstrate that by including non mesuré passagework as used by 

both  C.P.E. Bach and Mozart he expands the form and dramatic compass of the 

cadenza to a considerable degree. 

                                                
60 See Badura-Skoda, Interpreting Mozart on the Keyboard, 214–34. 
61 For more detail with examples (K. 456, and K. 175) see Wolff, “Cadenzas and styles of 
improvisation”, Perspectives, 229. 
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As well as similarities, however, there are some important differences to note. 

Mozart’s key range in the cadenza is more limited than that of Beethoven, and in 

general Mozart aims to confirm the key rather than move away from it. His thematic 

quotations are often made over the 6/4 chord, and in his first movements themes are 

linked in a fluid manner, while in the cadenzas there are structural divisions such as 

pauses and rests bewteen the thematic material. As will be seen, although Beethoven 

uses these devices, the form of the cadenza becomes much more complex in his 

hands. The possibility of updating a concerto with cadenza material is an important 

part of the cadenza’s function to composers of this period. Beethoven’s 1809 

cadenzas show that he does this at the same time as he is developing a more integrated 

approach to the cadenza.  

 

 

2. 9.  The Significance of the Emerging Genre for the Young Virtuoso 

At the time of his relocation from Bonn to Vienna in 1792 Beethoven was 

almost 22 years old. He was recognised not only as a gifted pianist, but also as an 

unrivalled improviser.62 An attractive aspect of the piano concerto was its relative 

newness. The form had emerged around 1770, the year of Beethoven’s birth, and with 

its dramatic possibilities and improvisational opportunities, it was ideal for the young 

pianist to demonstrate his innovative approach to the instrument and dazzle with his 

virtuosity at the same time. 

Plantinga points out that Beethoven seems to have treated his piano concertos 

as an intensely personal style of musical expression: 

                                                
62 Czerny wrote an account of the meeting between Gelinek and Beethoven when Gelinek afterwards 
reported “Never have I heard such playing! He improvised on a theme I proposed like I never even 
heard Mozart improvise.” Czerny, On the Proper Performance of all Beethoven’s Works for the Piano, 
edited by Paul Badura-Skoda (Vienna: Universal Edition, 1970), 4. 
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For Beethoven, as for J.C. Bach, Mozart, and Clementi before him, and Hummel, 
Moscheles, and Liszt after him, the concerto was mainly a personal vehicle for the 
composer-virtuoso’s performances, a means for displaying new musical ideas of 
which a central feature was his own distinctive style of playing. When he effectively 
stopped playing in public about 1809, the days of his attachment to the concerto also 
came to a close.63 

 

This quotation raises a number of interesting issues. First of all, as Beethoven’s 

sketches of 1815 show, he continued to demonstrate an interest in concerto form with 

a work for piano in D major despite the knowledge that his own performing days were 

over.64 This change in compositional intention will be explored in Chapter 8 with the 

discussion of op. 58.  

 New techniques in piano playing made Beethoven’s style markedly different 

from that of Mozart and, as the cadenza sketches will show, Beethoven’s exploration 

of these techniques served as an impetus for compositional ideas.  

 In one respect there is a certain similarity. Both composers used the prospect 

of publication as an opportunity to prepare a definitive version of the keyboard part.65 

Beethoven’s usual practice was to write out an autograph score, from which parts for 

the orchestral musicians could be copied for performances. The piano part existed as 

sketches or a virtual score in his head at the time of the performance, being written 

down only in time for publication. He explicitly confirms this practice in a letter to 

Hoffmeister in 1801, referring to the C major concerto op. 15.66 The source material 

as described in Chapter 6 (see table 6.1) will discuss the six stages of compositional 

development of op. 15 with related performances. The autograph score of op. 15 (see 

6.1.4 for details) was probably prepared for the concert of 2 April 1800.67 The piano 

                                                
63 See Leon Plantinga, Beethoven’s Concertos, 4. 
64 Hess 15, Pl-kj Mendelssohn 6 113–33. See Johnson, Tyson, Winter, The Beethoven Sketchbooks, 
230–234. 
65 In Mozart’s lifetime only K. 382, K. 413, K. 414, K. 415, K. 453, K. 451, and K. 595. of his twenty-
seven piano concertos were published. 
66 Anderson, Letters, Letter no. 47, 1, 50.  
67 See chapter 3 of this study for concert details. 
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part was fully written into the autograph at this stage, unlike the performance 

autographs for opp. 19 and 37, suggesting preparation for publication rather than 

performance. The autograph shows revisions to the figuration and ornamentation in 

the piano part, so it is possible that Beethoven used it for the performance in 1800, 

having allowed himself the freedom to make alterations to the part that were perhaps 

specific to that performance. Just as Mozart kept certain keyboard works of choice for 

his own performance (see section 2.7) once Beethoven decided that he no longer 

required op. 15 for his own performance purposes, he then completed his final 

revision in full for publication.68  

The thirteen years of Beethoven’s documented concerto performances, from 

the earliest in 1795 to the last in 1808, were a period of great change in terms of 

Beethoven’s circumstances as well as his musical development. Even though the way 

in which he regarded the concerto genre was obviously changing, the structures of the 

first movements have a number of aspects in common that have a direct impact on the 

selection of the material for elaboration in the cadenzas. These are as follows: 

1) The sections in which the solo piano is predominant are usually 
accompanied in some way by the orchestra. 
 
2) The solo voice often merges into the tutti, or provides keyboard 
accompaniment. 
 
3) The cadenza is used to reinforce the solo voice with an emphatic statement.   

Beethoven’s first movements are alike in terms of their structural organisation. 

The pattern is always as follows: 

tutti 1; solo 1; tutti 2; solo 2; tutti 3; solo 3; tutti 4; cadenza; tutti 4 (second part) to 

conclude.  

                                                
68 See 6.1.3 for the letter to Hoffmeister dated 1800 confirming publication intentions. 
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 The tutti/solo alternation was used by C.P.E. Bach (see section 2.5) and 

developed by Mozart (section 2.7) as the tonal hierarchy of Sonata Form was 

established. The tutti 1 section always begins and ends in the tonic key, and 

Beethoven sets up emphatic cadential gestures. Opp. 15 and 19 are more modulatory 

in character in this first section than opp. 37 and 58.  

The closing part of each solo section is always given over to a more virtuosic 

style of playing. Czerny describes this feature in his School of Practical Composition: 

To this [‘the melodious middle subject’] succeed brilliant passages, which are 
indispensable in a Concerto, and which again are ordinarily built upon that 
continuation, which has previously followed the middle subject in the first tutti.69 

 

This creates a rhythmic drive towards the end of each section, a characteristic also of 

the final section of each cadenza. Although the main thematic material is presented in 

the tutti 1 and solo 1 sections, there is always an idea that has been reserved for the 

soloist alone. Beethoven builds on this idea in the cadenza by introducing material 

that has not appeared in the soloist’s text up to that point, but is motivically derived 

from the orchestral texture. 

In The Classical Style Charles Rosen highlights the similarities between the 

form of the first movement of a concerto and that of the da capo aria: 

Tovey has justly remarked that Mozart’s piano concertos are not really in ‘sonata 
form,’ but a variant of ‘aria form’; nevertheless, the fact that he needed to make the 
point is instructive. The concerto at the time of Mozart is an aria that has been 
affected (or contaminated) by ‘sonata form’ to the point of resembling it closely.70 

 

There are indeed many similarities, and the basic principle of contrast behind the old 

ritornello form is the main dramatic component of the concerto. Yet Beethoven’s 
                                                
69 Carl Czerny, School of Practical Composition, or, Complete Treatise on the Composition of All 
Kinds of Music, translated by John Bishop, 3 vols (London: Robert Cocks & Co, [1849]; repr. New 
York: Da Capo Press, 1979), 160. 
70 Charles Rosen, The Classical Style (New York: W.W. Norton & Co., 1972), 51. See also James 
Webster, “Are Mozart’s Concertos “Dramatic”? Concerto Ritornellos versus Aria Introductions in the 
1780s”. Neal Zaslaw ed., Mozart’s Piano Concertos: Text, Context, Interpretation (Ann Arbor: 
University of Michigan Press, 1996), 107–137.  
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contemporaries draw their comparisons with the newer sonata form. Abbé Vogler 

wrote: 

Whoever wishes to compose a concerto does it well if he makes for himself an 
ordinary sonata. The first part of it becomes the first solo, the other part the second 
solo. Before the first, after the second, and between the first and second parts, the 
instruments play a Vor–, Nach–, and Zwischenspiel.71 

 

The contribution of Johann Abraham Peter Schulz to Sulzer’s Allgemeine Theorie der 

schönen Künste emphasises the potentially expressive and rhetorical qualities of 

sonata form. According to Sandra Rosenblum in Performance Practices in Classic 

Piano Music, this description influenced Türk’s writing on the sonata and the writing 

of other north Germans reflected this idea. It was even quoted by Koch: 

Sonata. An instrumental piece of two, three or four successive movements of 
different character….In no form has instrumental music a more appropriate 
opportunity than in the sonata to display its power to depict feelings without words. 
The symphony [and] the overture have a more specifically determined character. The 
form of a concerto seems designed more to give an able player opportunity to be 
heard with the accompaniment of many instruments than to be used for strong 
emotions. Beyond these and the dances, which also have their own character, there 
remains in instrumental music only the form of the sonata, which can assume all 
characters and every expression. In a sonata the composer can intend to express a 
monologue in tones of sorrow, distress, pain, or tenderness, or of delight and joy; or 
[he can intend] to carry on a sentimental dialogue in merely impassioned tones among 
similar or contrasting characters; or [he can] simply depict powerful, stormy, or 
contrasting emotions, or pleasing emotions flowing along easily and gently.72 

 

Beethoven can be seen to take aspects of the characteristics described above, making 

them central to the concerto form. The contrast between the soloist and orchestra is 

dramatised to the full, with the cadenza becoming the climax of the rhetoric. Thus, as 

Plantinga states above, in his hands Beethoven’s concertos become his means of 

personal expression.  
                                                
71 George Joseph Vogler, Betrachtungen der Mannheimer Tonschule, 2 (1779, repr. Hildesheim: Georg 
Ohms Verlag, 1974), 36. This translation is adopted, with some changes, from Jane Stevens, “Theme, 
Harmony, and Texture in Classic-Romantic Descriptions of Concerto First-Movement Form”, Journal 
of the American Musicological Society, 27, no. 1 (Spring 1994), 33; as cited in Plantinga, Beethoven’s 
Concertos, 14. 
72 See J.A.P. Schulz, “Sonate”, in Johann Georg Sulzer, Allgemeine Theorie der schönen Künste, 2 vols 
(Leipzig/Berlin, 1771, 1774), II, 1094. Koch uses this in his entry on “Sonate” in his Musikalisches 
Lexikon, col. 1417; the translation is taken from Rosenblum, Performance Practices, 11. 
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Chapter 3 

 

Beethoven’s Piano Concertos: 
Composition in the context of Performance 

 

3. 1.   Beethoven before Vienna: the earliest piano concerto and musical 
influences. 

 

During his early years, up to 1792, Beethoven was associated with the electoral 

court in Bonn. He served as assistant organist to his tutor Christian Gottlob Neefe, who 

had come to the court in 1779 as music director of the theatre1 succeeding as court 

organist in 1781.2 A letter from Neefe dated 2 March 1783 to Cramer’s Magazin der 

Musik paints a picture of the thriving situation in Bonn, with its respected professionals, 

talented amateurs, and friendly connections with leading composers of the day such as 

Haydn.3 

Beethoven was engaged with his studies (piano, organ, thorough bass, 

composition), and there is evidence of a body of compositions between the years 1782 

                                                
1 Christian Gottlob Neefe (1748–1798). For further information, see Lothar Hoffman-Erbrecht, “Neefe, 
Christian Gottlob”, New Grove, 2nd edition, 17, 734–35. 
2 Neefe received his decree of succession to the position of court organist on 15 February 1781. For a full 
discussion of the contributions of Neefe and the young Beethoven at the electoral court, see Forbes, 
Thayer’s Life of Beethoven, 1, 64–71. The Privy Council’s response to Neefe’s petition to the elector, 
asking that Beethoven’s appointment be made official, survives; Letters to Beethoven and Other 
Correspondence, translated and edited by Theodore Albrecht, 3 vols (Lincoln and London: University of 
Nebraska Press, 1996), 1, 1772–1812, no. 4, 5. 
3 Magazin der Musik, ed. Carl Friedrich Cramer, vol. 1, 1783 (Hambourg: Musikalische Niederlage) 377–
396. 
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and 1787, some of which were published.4 As early as 1784, Beethoven had reason, and 

sufficient pianistic skills and knowledge of the form, to produce his first piano concerto.5 

We have few indications of works Beethoven performed. The programme for 

Beethoven’s first performance has not been identified,6 but it is known that in 1783 

Beethoven undertook a tour of the Netherlands, including a concert as soloist with 

orchestra for the court of Prince Willem V in The Hague.7 It seems likely that he played a 

version of his early piano concerto in E flat, as the autograph copy states that it was 

written when he was at the “âge de douze ans”.8  

It is from Neefe’s letter of 17839 mentioned above that we gain our first indication 

of Beethoven’s non-theatrical repertoire – the eleven-year-old’s familiarity with J.S. 

Bach’s The Well-Tempered Clavichord.10 Although there is also evidence that the works 

of C.P.E. Bach were known in the Beethoven household,11 Beethoven would have 

become familiar with the three-movement sonata form as developed by C.P.E. Bach as a 

result of studying these works with Neefe, who dedicated a set of twelve clavier sonatas 

to C.P.E. Bach in 1773. This familiarity with the works of C.P.E. Bach at such an early 

                                                
4 See Douglas Johnson and Scott Burnham, “Beethoven, Ludwig van: Works”, New Grove, 2nd edition, 3, 
115–31. 
5 D-Bsb, Artaria 125. WoO 4. The autograph contains an inscription on fol. 1: “un Concert/ pour le 
Clavecin ou Forte-piano/ Composé par/ Louis Van Beethoven/ agé de douze ans”. The solo part is 
complete. In the tutti sections the orchestral part is in piano score with some instrumental cues. Ludwig van 
Beethoven’s Werke: Vollständige kritisch durchgesehene überall berechtigte Ausgabe, xxv (supplement), 
no. 310. See also Albrecht, Letters, 1, no. 3, 3. 
6 Forbes, Thayer’s Life of Beethoven, 57–58. 
7 The invoice for the concert may be found in Albrecht, Letters, vol. I, no. 3, 3. 
8 The age of Beethoven was entered by his name on the invoice as 12, indicating that at least at this point he 
knew that he had been born in 1770. Later in life he was uncertain of the date. See Wegeler and Ries, 
Remembering Beethoven, 9–10 and 45–46. 
9 Forbes, Thayer’s Life of Beethoven, 66. See footnote 3 for full details. 
10 Ibid., 66. 
11 Ibid., 66. On a copy of C.P.E. Bach’s cantata Morgengesang am Schöpfungstage owned by Beethoven 
was an inscription in Beethoven’s own hand “Written down by my dear father”. 
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stage must have influenced Beethoven’s keyboard technique and his understanding of 

form, particularly with regard to the keyboard concertos.  

 Details of important musical encounters taking place before Beethoven’s 

permanent relocation to Vienna (including his first meeting with the piano maker Johann 

Stein)12 are all reported in Thayer.13 Accounts of Beethoven’s career and piano playing 

before his permanent move to Vienna show a developing virtuoso with a wide-ranging 

musical experience.14 The following account of Beethoven’s musical life in Vienna aims 

to demonstrate the development of his pianistic skills, give details of the early concertos, 

and sketch Viennese concert-going habits, as all of these factors affected the place of the 

piano concerto and practice of improvisation within Beethoven’s concert repertoire. 

 

3. 2.  The Viennese Context: Concert Venues and aristocratic patronage. 
Lllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllll

 Beethoven arrived to settle in Vienna in the second week of November 1792.15 

Regular public concerts of the sort given in other capital cities were not a feature of 

concert life in Vienna at this time.16 The importance of private venues for Beethoven, 

particularly in the early part of his career in Vienna when he was attempting to make his 

name as a virtuoso pianist, needs to be emphasized. Private concerts were of enormous 

significance in Viennese musical life. Members of the aristocracy who hosted concerts 

                                                
12 The meeting is noted in the conversation book of Beethoven’s nephew Karl. For Johann (Georg) Andreas 
Stein (1728–1792), German keyboard instrument maker, see Michael Latcham, “Stein, Johann (Georg) 
Andreas”, New Grove, 2nd edition, 24, 332. 
13 See Forbes, Thayer’s Life of Beethoven, 88–104. 
14 See the details cited in Forbes, Thayers Life of Beethoven, footnote 17 above. 
15 Joseph Kerman, Alan Tyson, Scott G. Burnham, Douglas Johnson, and William Drabkin, “Beethoven”, 
New Grove, 2nd edition, 3, 75. 
16 For a discussion of the situation in Vienna, see Mary Sue Morrow, Concert Life in Haydn’s Vienna. The 
following information has been compiled mainly from her detailed study, 1–61. 
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were able to enjoy first performances of new works in a private setting and also help the 

musicians recruit audiences and support for their public appearances.17 Those associated 

with Beethoven include the princes Golitzen,18 Lobkowitz,19 Lichnowsky,20 Kinsky,21 von 

Schwarzenberg,22 and Rudolph, Archduke of Austria and Archbishop of Olmütz (see 

section 1.3 for more detail).23  

 Surviving sources for Beethoven’s early concerts, such as tickets and 

advertisements, do not always identify the programme content. There may have been 

other events, particularly private performances, for which sources such as concert 

programmes do not survive.24 The autobiography of Johann Schenk attests to one such 

occasion where we have no programme, and also provides a description of his 

improvisatory style:25 

I now desired to become better acquainted with Beethoven as soon as possible, 
and a day was fixed for me to meet him in Gelinek’s lodgings and hear him play on the 
pianoforte. 

Thus I saw the composer, now so famous, for the first time and heard him play. 
After the customary courtesies he offered to improvise on the pianoforte. He asked me to 
sit beside him. Having struck a few chords and tossed off a few figures as if they were of 
no significance, the creative genius gradually unveiled his profound psychological 
pictures. My ear was continually charmed by the beauty of the many and varied motives 
which he wove with wonderful clarity and loveliness into each other, and I surrendered 
my heart to the impressions made upon it while he gave himself wholly up to his creative 
imagination, and anon, leaving the field of mere tonal charm, boldly stormed the most 
distant keys in order to give expression to violent passions. 

 
                                                
17 For more detail, see Dorothea Link, “Vienna’s Private Theatrical and Musical Life, 1783–92, as Reported 
by Count Karl Zinzendorf”, Journal of the Royal Musical Association, 122, part 2 (1997), 205–57. 
18 Prince Nikolay Borisovich Golitsïn [Golitzen, Galitzen] (1794–1866). 
19 Prince Joseph Franz Maximilian Lobkowitz (1772–1816). 
20 Prince Karl Alois Johann Nepomuk Vinzenz Leonhard Lichnowsky (1756/1758/1761 – 1814). Czerny 
stated that the prince was responsible for bringing Beethoven to Vienna: see Czerny, On the Proper 
Performance, 4–5. On his arrival in Vienna, Beethoven lived in the prince’s house. 
21 Prince Joseph Kinsky (1751–1798). 
22 Prince Joseph von Schwarzenberg (1769–1833). 
23 Archduke Rudolph (1788–1831).  
24 Reviews that mention the piano concerto performances are all footnoted below. 
25 According to Emily Anderson, the autograph is now in the Benedictine Abbey at Göttweig; see 
Anderson, Letters of Beethoven, 1, 17, footnote 3. This extract is quoted from Forbes, Thayer’s Life of 
Beethoven, 140. The event appears to have taken place in 1792. 
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3. 3.  The Genesis of the Early Concertos. 

 

Sources suggest that when he arrived in Vienna in 1792 Beethoven may have 

brought as many as three keyboard works with orchestra, including the early piano 

concerto in Eb, 1784,26 as well as some fragments of what was to become a complete 

version of op. 19 from Bonn.27 

 The sources for the piano concertos opp. 15, 19, 37, and 58, will be discussed 

further in chapters 4–8, to demonstrate the importance of Beethoven’s method of 

reworking his material over a period of time, and how this can be associated with the 

particular performances (listed in table 3.1). Two of Beethoven’s early piano concertos, 

opp. 15 and 19, were to go through a number of revisions before their performances in 

Viennaaandapublication.lllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllllll  

  It has always been assumed that the other early works were not reworked for the 

Viennese public as they were too juvenile, but an examination of the dates of these 

sketches taken to Vienna reveals that they were contemporary with one another. As 

Chapter 5 of this study will show, work had begun on a version of the piano concerto op. 

19 in Bb as early as 1787 – yet fragments for a concerto in A,28 and a violin concerto in 

C,29 works begun in 1790, were not completed for publication. Sketch materials from 

different works of the same period sometimes share certain characteristics, and some 

                                                
26 According to Plantinga, there are later autograph corrections; see Leon Plantinga, Beethoven’s Concertos, 
305, and Douglas Johnson and Scott G. Burnham, “Beethoven”, worklist, New Grove, 2nd edition, 3, 115. 
27 See Plantinga, Beethoven’s Concertos, 31 and 40 for details. 
28 GB-Lbl SV 185: Add Ms 29801, fol. 154v. 
29 A-Wgm A 5 WoO 5. 
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similarities show relationships that are no longer apparent in the final version, an issue 

that will be further explored in the analysis of the cadenzas below. 

 The 1784 date for the E flat concerto is given in the New Grove list of works.30 

Willy Hess wrote the cadenzas for a reconstructed version of the work,31 and that for the 

second movement corresponds exactly to a passage in the solo part (with the necessary 

transposition) that Beethoven had deleted.32 Hess suggested that as the work was not 

published during Beethoven’s lifetime, he did not have any reason to write cadenzas for 

it.33 That is possible, but it is this writer’s view that with the changes in his compositional 

style and developments in his piano technique some of Beethoven’s earlier works must 

have been unable to be adapted for for his adult use and were therefore abandoned. 

Perhaps the youthful Beethoven improvised his cadenzas when performing this early 

work. Sketch evidence shows that as an adult this was not his practice. From the evidence 

of the dates of the sketches set out below in this study, the Eb concerto was not used as a 

display for his adult prowess, and that instead work was begun on the C major concerto 

now known as op. 15 no. 1. 

 

 

 

 

 

                                                
30 Douglas Johnson and Scott G. Burnham, “Beethoven”, worklist, New Grove, 2nd edition, 3, 115. 
31 A reconstruction with cadenzas by Willi Hess was published (Leipzig: Musikwissenschaftlicher Verlag, 
1943), with a new and revised version (Kassel: Alkor-Edition, 1961). 
32 Edwin Fischer first performed this reconstruction on 20 June 1943 in Potsdam. See Hess, Sämtliche 
Kadenzen, 5. 
33 Hess, Sämtliche Kadenzen, 5. 
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3. 4.  Performances of Beethoven’s Piano Concertos 1793–1808 

 

 One of the ways in which Beethoven’s compositional and performance-related 

activities can be determined, especially during this early period of establishing himself in 

Vienna, is by the content of his surviving sketches. In the case of the concertos, and even 

more so with the cadenzas, the sketches provide valuable information about dating of 

revisions and preparations for performances, and the sketches surviving from the Bonn 

period into the early years of his Viennese performing life show revisions for each 

performance, which in some cases are quite major. As this study will demonstrate, the 

source material for the concertos shows that until a concerto was given up for publication 

Beethoven considered it to be a personal vehicle for virtuosic display, subject to constant 

revision and expansion. The only exception was the concerto in G op. 58, which was 

published before its first performance. This important point will be addressed in more 

detail with the case studies of each concerto. 

 Beethoven is known to have played twice in 1795 at Prince Lobkowitz’s 

residence, once on 2 March, when he is thought to have played a concerto, and then again 

on 5 March (see ltable 3. 1). Whilst contemporary written sources only claim that op. 15  

was not yet completed (see footnote 34) the sketches dating to this period indicate a 

strong possibility that the 2 March performance included the op. 19 concerto. (This will 

be discussed in detail in Chapter 5). The performance of 23 April 1795 at the residence  

of Count Rasumovsky is also thought to have contained a concerto, although it is not 

known which one. Tables 5.1 and 6.1 show that a number of 1795 sources survive for 

both opp. 15 and 19 and these include possible cadenza sketches for each concerto.  
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 Table 3.1 below summarizes concerts in which Beethoven’s piano concertos 

featured during the years 1793–1808 in Vienna and on the two journeys he took, to 

Prague and Berlin, during that time. The accompanying footnotes reference the sources 

(and at times conflicting opinions) in an attempt to determine the programme as 

accurately as possible. The early concertos opp. 15 and 19 featured on a number of 

occasions in private concerts before they appeared in the public arena. The significance 

of this in terms of the resulting fluidity of their form before publication, together with the 

cadenza sketches surviving for each performance, will be discussed in chapters 5 and 6. 

   

 

Table 3. 1. Concerto Performances Given by Beethoven 1793–1808. 
 
 
Year/date of Performance City Venue/occasion Programme 

1793 Vienna Private performances Bb major op. 19* 

2 March 1795 Vienna Residence of Prince Lobkowitz op. 19 (?)34 

29 March 1795 Vienna Concert for the Witwen der 
Tonkünstler Societät (Society for 
Musician’s Widows) at the 
Burgtheater 

C major op. 15, directed by Salieri35 
 

31 March 1795 Vienna Burgtheater Unspecified concerto concert 
arranged by Constance Mozart 36 

                                                
34 It is only known that Beethoven played, therefore the work was possibly op. 19, as op. 15 had not yet 
been completed. See Wegeler and Ries, Remembering Beethoven, 36. 
35 Morrow (Concert Life, 64) bases her evidence for the programme of this concert on reports from C.F. 
Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät (Vienna: Carl 
Gerold’s Sohn, 1871). Wegeler also thought that the concerto for this performance was op. 15; see Wegeler 
and Ries, Remembering Beethoven, 36. Thayer refutes this however, stating that Wegeler has confused this 
work with the B flat concerto op. 19, basing his supposition on Nottebohm’s theory that in Beethoven’s 
room, a rehearsal of the B flat concerto would be more feasible, as it is not scored for trumpets and 
kettledrums as is the concerto in C; see Forbes, Thayer’s Life of Beethoven, 174, and Gustav Nottebohm, 
Zweite Beethoveniana, 67. Wegeler’s memory of this episode will be discussed in more detail in chapter 6 
of this study. Johnson gives the date of this performance as 19 March; see Johnson, Fischhof, 1, 376. The 
source is an advertisement in the Wiener Zeitung, cited in Thayer, Deiters, Riemann, 1, 398–400, which 
gives the date as 19 March, though Johnson refers to it as occurring on 29 March on 377. 
36 Willi Hess writes that a Mozart piano concerto was performed in this concert, basing his evidence on 
Thayer, Deiters, Riemann, Ludwig van Beethovens Leben, 1, 400, see Hess, Sämtliche Kadenzen, 10. 
Morrow (Concert Life, 287) bases her evidence for the programme of this concert on reports in the Wiener 
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23 April 1795 Vienna Residence of Count Razumovsky A concerto37 

18 December 1795 Vienna Kleiner Redoutensaal Op. 15(?) or op. 19(?) concert given 
by Haydn38 

8 January 1796 
 

Vienna Kleiner Redoutensaal Bb major, op. 19, concert given by 
Maria Bolla 

11 March 1796 Prague Konviktsaal opp. 15 and 1939 
June (several appearances) Berlin Court op. 15? 40 
23 November 1796 Bratislava  Unknown41 
December 1796 Vienna  op. 15?, concert given by the cousins 

Romberg42 
1798 Prague Konviktsaal opp. 15 and 1943 
27 October 1798 
 

Vienna Theater an der Wien op. 15?,44 concert directed by 
Emanuel Schikaneder45 

2 April 1800 Vienna Burgtheater op. 15?, concert given by 
Beethoven46 

6 March 1803 
 

Vienna Residence of Prince Lobkowitz A concerto47 

5 April 1803 Vienna Theater an der Wien op. 37, concert given by Beethoven48 

                                                                                                                                            
Zeitung, 18 March 1795, 740; Vienna, Haus-, Hof-, und Staatsarchiv, “Graf Karl von Zinzendorf 
Tagebücher, 1760–1813”; Wiener Theater Almanach für das Jahr 1796 (Vienna: Jos. Camesina & Co.); 
and Forbes, Thayer’s Life of Beethoven, 175. Thayer reports: ““After the first part,” says the advertisement, 
“Hr. Ludwig van Beethoven will play a Concerto of Mozart’s composition on the pianoforte.” We opine 
that this concerto was Mozart’s in D minor, which Beethoven loved especially, and for which he wrote 
cadenzas.”; ibid., 175.  
37 Morrow, Concert Life, 388. Morrow’s source is Zinzendorf, but his diary states only “…wo ich Bedhofer 
[sic] klavierspielend vorfand.” See Hans Wagner, ed., Wien von Maria Theresia bis zur Franzosenzeit: Aus 
den Tagebüchern des Grafen Karl von Zinzendorf (Vienna: Jahresgabe der Wiener Bibliophilen 
Gesellschaft zu ihrem 60-jährigen Bestand, 1972), 105.  
38 Thayer thinks that this concerto was op. 19 in Bb; see Alexander Wheelock Thayer, Ludwig van 
Beethovens Leben, 1, 412. 
39 The source is a concert ticket that reads “Billet d’Entrée au Concert de Louis van Beethoven a la Sale de 
Convict Vendredi le 11me Mars”; see Bohumil Plevka, Beethoven a Praha (Prague: Edito Supraphon, 
1975), 96; Johnson, Fischhof, 1, 376; and Douglas Johnson, “Music for Prague and Berlin: Beethoven’s 
Concert Tour of 1796”, in Beethoven, Performers, and Critics: The International Beethoven Congress 
Detroit, 1977, edited by Robert Winter and Bruce Carr (Detroit: Wayne State University Press, 1980). 24–
40. 
40 A cadenza sketch in the Kafka Miscellany (fol. 57v) develops a motif similar to the opening of the first 
movement of op. 15. See chapter 6 for more detail about relating it to the Berlin performances. 
41 Mentioned in a letter to Streicher; see Anderson, Letters of Beethoven, 1, no. 17, 24. 
42 The source is a letter of Lenz von Breuning to Wegeler; see Thayer, Deiters, Riemann, Ludwig van 
Beethovens Leben, 2, 20; and Johnson, Fischhof, 1, 376. 
43 See J.W. Tomaschek’s autobiography in Thayer, Deiters, Riemann, Ludwig van Beethovens Leben, 2, 73. 
See also Johnson, Fischhof, 1, 376. 
44 See Morrow, Concert Life, 299. Record of the concert taken from a Konzert Zettel in the Archiv der 
Gesellschaft der Musikfreunde, Vienna, and the concerto is not specified. 
45 Thayer, Deiters, Riemann, Ludwig van Beethovens Leben, 2, 75. Tomaschek writes that Beethoven 
played a piano concerto of his own composition, but does not specify which one. 
46 Wiener Zeitung announcement; Allgemeine Musikalische Zeitung (AMZ) review; Thayer, Deiters, 
Riemann, Ludwig van Beethovens Leben, 171–73. The AMZ review of 2 April 1800 is quoted in H.C. 
Robbins Landon, Ludwig van Beethoven: Leben und Werk in zeitgenössischen Bildern und Texten (Zurich: 
Universal Edition, 1970), 233–4. 
47 Graf Karl von Zinsendorf noted “…Am Abend beim Fürsten Lobkowitz…Ich hörte dort Konzerte von 
Bethofen…” See Hans Wagner, ed., Wien von Maria Theresia, 105.  
48 Forbes (Thayer’s Life of Beethoven, 330) quotes reviews of this concert in the Freimüthige, Allgemeine 
Musikalische Zeitung (for 25 May 1805, 03:590) and the Zeitung für die Elegante Welt (for 16 April 1805, 
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18 March 1807 Vienna Residence of Prince Lobkowitz A concerto49 
22 December 1808 
 

Vienna Theater an der Wien op. 58 concert given by Beethoven50 

 
 
* These performances are suggested by the dates of surviving revisions and cadenza sketches for this work.51 
 

 

  By 1801, other pianists had begun to perform the piano concertos of Beethoven. 

Table 3.2 shows that performances of opp. 37, 58 and 73 by other artists became more 

frequent as Beethoven was forced to forego his solo performances on account of his 

increasing hearing difficulties.  

 The account by Ferdinand Ries below relating to his first performance of op. 37 

(see table 3.2) shows that even though Beethoven himself was concerned with the 

structure of the movement in a way that would ultimately lead to the total integration of 

the cadenza into the first movement form, at this stage in 1804 he not only accepted but 

encouraged the tradition of the performer providing his or her own cadenza. The other 

point to note is that he instructed the performer to write one out (not to improvise), and as 

Ries was his student went over it with him: 

 I had asked Beethoven to compose a cadenza for me, which he refused, and 
 instructing me to write one myself, said he would correct it. Beethoven was very 
 satisfied with my composition and made few changes; but there was an extremely 
  

                                                                                                                                            
03:363–64). Der Freimüthige (Berlin, for 17 May 1805, 03:310) also contains a review, and this concert is 
described by Wegeler and Ries (Remembering Beethoven, 66), although Ries mistakenly refers to the date 
as 1800. 
49 See Allgemeine Musikalische Zeitung for 18 March 1807 (07:400), Journal des Luxus und der Moden, 
22, (Weimar: F.J. Bertuch und G. M. Kraus, 1807), 254, and Forbes, Thayer’s Life of Beethoven, 416. 
50 A number of sources make reference to this concert and its programme, including Anderson, Letters of 
Beethoven, vol. 1, 211–13; the Wiener Zeitung for 7 and 17 December 1808 (08:6092 and 08:6261–62); 
Allgemeine Musikalische Zeitung (Leipzig), for 25 January 1809 (09:267–69); and Johann Friedrich 
Reichardt, Vertraute Briefe: geschrieben auf einer Reise nach Wien und den österreichischen Staaten zu 
Ende des Jahres 1808 und zu Anfang 1809, 2 vols (Amsterdam: Kunst- und Industrie-Comtoir, 1810), vol. 
1, 254–58. For further details, see Morrow, Concert Life, 352. 
51 For a more detailed discussion of these particular performances, see Plantinga, Beethoven’s Concertos, 
48–49. 
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Table 3. 2. Performances of Beethoven’s Piano Concertos Given by Other Artists, 1801–8, in Vienna. 

 
Year/date Venue Concert Artist Concert given by 
25 March 1801 Burgtheater  Josepha 

Auernhammer52 
Josepha Auernhammer 

6 June 1801 Augarten Concerto Josepha 
Auernhammer 

Opening concert in the 
Schuppanzigh series 

25 March 1802 Burgtheater Concerto Josepha 
Auernhammer 

Josepha Auernhammer 

2 September 
1802 

Augarten  Concerto Miss Stummer Schuppanzigh series 

24 May 1804 Augarten Concerto op 37? Ferdinand Ries Opening concert in the 
Schuppanzigh series 

Summer 1804 Augarten Concerto op. 37? Ferdinand Ries Schuppanzigh series 
16 May 1805 Augarten Concerto op. 37 Ferdinand Ries Opening Concert in the 

Schuppanzigh series 
Summer 1805 Augarten Concerto op. 37? Friedrich Stein53 Schuppanzigh series 
15 March 1806 Jahn’s Restaurant Concerto op. 37 Herr Leidesdorfer Herr Leidesdorfer 
25 March 1806 Burgtheater Concerto op. 37? Josepha 

Auernhammer 
Josepha Auernhammer 

Summer 1806 Augarten Concerto op. 15 Carl Czerny Schuppanzigh series 
31 January 1808 Universitätssaal Concerto op. 15 Herr von 

Felsenberg [sic] 
Liebhaber Concerten54 

13 April 1808 Burgtheater Concerto op. 37? Herr Stein Benefit 
“Wohltätigkeitsanstalten” 
Director Beethoven 

15 November 
1808 

Burgtheater Concerto op. 
37?55 

Herr Stein Benefit 
“Wohltätigkeitsanstalten” 
Director Beethoven 

23 December 
1808 

Burgtheater Concerto? ? Tonkünstler Societät56 

 

 

brilliant and very difficult passage in it which, though he liked it, seemed too daring 
to him. He therefore instructed me to compose another in its place. A week before 
the performance, he wanted to hear the cadenza again. I played it and bungled the 
passage; again, somewhat irritated, he told me to change it. I did, but the new one 
did not satisfy me; I therefore diligently practiced the first one as well, without ever 
becoming absolutely confident of it. At the concert Beethoven sat down quietly 
when we reached the cadenza. I could not bring myself to choose the easier one. 
When I boldly began the more difficult one, Beethoven started violently in his chair. 

                                                
52 Josepha Barbara von Auernhammer (1758–1820), pianist. 
53 Friedrich Stein (1784–1809), pianist. 
54 Johann Baptist Stainer (Steiner) von Felsburg (1756–1832), pianist. See Otto Biba, “Beethoven und die 
‘Liebhaber Concerte’ in Wien im Winter 1807/8”, Beiträge ’76–78. Beethoven Kolloquium 1977: 
Dokumentation und Aufführungspraxis, edited by Rudolf Klein (Kassel: Bärenreiter, 1978), 85. 
55 See Wegeler and Ries, Remembering Beethoven, 101–2.  
56 Carl F. Pohl, Denkschrift aus Anlass des hundertjährigen Bestehens der Tonkünstler-Societät (Vienna: 
Carl Gerold’s Sohn, 1871), 68; also Forbes, Thayer’s Life of Beethoven, 450. 
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Nevertheless, it came off perfectly, and Beethoven was so pleased that he cried 
“Bravo!” aloud. This electrified the whole audience and immediately assured my 
standing among the artists. Later, while expressing his satisfaction with my 
performance, he added: “But you are stubborn all the same! If you had missed that 
passage, I would never have given you another lesson again.”57 

 
 

It is unfortunate that a copy of these cadenzas has not survived, so it is not possible to see 

what Ries wrote, or any of Beethoven’s suggestions or corrections.  

 There is some evidence that Beethoven possibly did write cadenzas for other 

pianists. It has been suggested that a sketch for a cadenza in A (possibly for the first 

movement of Mozart’s concerto K. 414) in the Wielhorsky Sketchbook58 was for 

Ferdinand Ries or possibly another student because of the simple études on the same 

page.59 Hess suggests that Beethoven’s cadenzas for Mozart’s piano concerto in D minor 

K. 466 were also written for Ries, either between 1802 and 1805 or in 1808/09.60 (See 

section 1.3.2 for more detail). 

Ries may not have been the only pianist that Beethoven composed a cadenza for. 

Johann Baptist Stainer von Felsburg was an amateur pianist who played op. 15 in C 

major in the Liebhaber concert of 31 January 1808 (see table 3.2). The Liebhaber 

concerts were concerts for music-lovers, and the Wiener Vaterländische Blätter of 27 

May 1808 describes the gatherings thus: 

An orchestra was organized, whose members were chosen from the best of the local 
music lovers (dilettanti). A few wind–instruments only–French horns, trumpets, etc., 
were drafted from the Vienna theatres … The audiences were composed exclusively of 

                                                
57 Wegeler and Ries, Remembering Beethoven, 101–02. 
58 Wielhorsky Sketchbook, RUS-Mcm. 
59 Douglas Johnson, Alan Tyson, and Robert Winter, The Beethoven Sketchbooks, 133. 
60 Willy Hess ed., Sämtliche Kadenzen, 10. The cadenza for the first movement first appeared as a 
supplement to No. 10 of the Wiener Zeitschrift für Kunst, Literatur und Mode of 23 January 1836, and that 
for the Rondo first appeared in the Leipzig complete edition in 1864. 
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the nobility of the town and foreigners of note, and among those classes the preference 
was given to the cognoscenti and amateurs.61  
 

A letter from Beethoven to Count von Dietrichstein dated 30 January 1808 describes 

Beethoven’s misgivings about the pianist: 

 … be advised, Felsenburg [sic] will fall, before he reaches the cadenza […] I 
myself said to H. Felsenburg that I would advise him not to play tomorrow – he’ll make a 
pig’s ear of it. NB. As soon as he can play the concerto better, he may perform it.62 

 

but also makes reference to having composed a cadenza for him: “… die Cadenz habe ich 

geschrieben …”63 This is thought to refer the now-incomplete cadenza for op. 15 (D-

BNba HCB Mh 10),64 as the autograph may be of slightly earlier date than the other two 

autographs for cadenzas for op. 15. (See chapter 6). In addition, Anna Frölich, the oldest 

of three sisters who became known as friends of Schubert, claimed that Beethoven wrote 

a cadenza for both the first and second movements of the op. 15 concerto for her, but they 

had later been lost.65 

 This chapter has discussed the context of Beethoven’s concertos in his performing 

life during his early days in Vienna by tracing the development of his pianistic and 

compositional skills from the early days in Bonn through to the relocation in Vienna. The 

availabity of concert venues and patronage all affected performance opportunities, but as 

                                                
61 Forbes, Thayer’s Life of Beethoven, 428. 
62 http://www.beethoven-haus-bonn.de/sixcms/detail.php//startseite_digitales_archiv_en (accessed 30 
August 2014). See also Sieghard von Brandenburg, ed., Ludwig van Beethoven: Briefweschel. 
Gesamtausgabe, 8 vols (Munich: Henle, 1996), vol. 2 (1808–1813), 5, no. 317 (Vienna, 30 January 1808). 
63 Ibid. 
64 “Vermutlich handelt es sich um die unvollständig überlieferte Kadenz, die Kinsky/Halm als erste der 
Kadenzen zu op. 15 aufführt (Bonn, Beethoven-Haus Slg. H.C.Bodmer Mh 10). Sie ist wohl identisch mit 
der Nr. 161 aus dem Versteigerungskatalog von Beethovens Nachlaß. Die weiteren Kadenzen zu op. 15 
(Mh 11 und Mh 12) wurden erst später für den Erzherzog Rudolph komponiert und stammen aus dessen 
Musikaliensammlung, s. Sieghard Brandenburg, Die Beethoven-handschriften in der Musikaliensammlung 
des Erzherzogs Rudolph, in: Zu Beethoven 3, hrsg. v. Harry Goldschmidt, Berlin 1988, S. 175.” Ibid., 5.  
65 See Gerhard von Breuning, Aus dem Schwarzspanierhaus, new edition (Berlin/Leipzig: Kalischer, 1907), 
n. 66. Willi Hess suggests that the sketches for these cadenzas may be the ones on Autograph 28 Fischhof, 
fol. 30; see Hess, Kadenzen, 6. 
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has been shown the piano concerto was an important part of the young composer/pianist’s 

musical output and an effective way of demonstrating his skills. Once he had performed 

the concertos himself he was prepared to work on them with other pianists such as his 

student Ries, encouraging him to write his own cadenza, and offering advice, but as we 

have seen, at this stage, he was also willing to provide cadenzas to aid other non-

professional pianists. By 1804 Beethoven’s creative process had resulted in a number of 

sketches for his piano concertos and cadenzas, and it is time now to examine these 

sources in more detail. 
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Chapter 4 

 

Beethoven’s 1809 Cadenzas: 
Their Relationship to the Concertos and to the Sketch Material 

 

This chapter presents an overview of the sketch material for Beethoven’s own 

cadenzas to his piano concertos, as a preamble to the analyses of the concertos, 

cadenza sketches, and 1809 cadenzas to be found in successive chapters. The detailed 

setting out and chronological ordering of the sketch material in these chapters will 

reveal the relationships of the sources to each other through key, harmony, melody, 

rhythm, motivic development, and structural organisation. Connections are revealed 

through these compositional processes which lead to the final product of 1809. 

Throughout his life, Beethoven set down his musical ideas, from their initial 

conception to publication, and in some cases the process of revision continued even 

after that.1 The surviving sketches show a constant reworking and development of 

material that documents his creative process. Those relating to his piano concertos are 

of importance to this study for the following reasons. 

The dating of the sketch materials not only reveals the possibility that 

cadenzas were sketched for each of Beethoven’s performances but can also contribute 

valuable information to establish programme content. Beethoven’s exploration of the 

range and musical possibilities of the particular instruments he would play on at the 

time of composition will be traced through the case studies to follow, building a 

picture of Beethoven’s performing life and the place of his piano concertos within it.2 

                                                
1 For more details, see the discussion of opp. 19 and 58. 
2 See section 4.2 below and Appendix III for further detail.  
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The sketches reveal that some of the musical ideas used in the published 

cadenzas of 1809 were developed at the same time as those contained in the concerto, 

indicating a concurrent development of musical ideas for both, as the concept of the 

movement is further developed or revised. Some sketches contain complete 

unpublished cadenza material, and not all of it can be assigned to a known surviving 

work, raising the possibility of other concertos that were at least in preparation if not 

ever completed.3 

Study of the sketches reveals aspects of Beethoven’s compositional approach. 

Paul Mies first pointed out that an examination of Beethoven’s sketches reveals a 

work’s underlying hierarchy of the themes throughout the different stages of its 

composition, and also its relation to other works.4 This study will explore the way in 

which the sketches often appear in groups, and as the material is developed, a 

hierarchy of themes becomes apparent. The relationships between the themes can 

often be identified more clearly in the sketches than in the final version of the works. 

The concerto sketches show a considerable amount of development, with changes of 

key, rhythmic alterations to motives, and the insertion of completely different 

movements throughout the refinement process.5 The style of the cadenza writing for 

the early performances is different in some aspects to that of the 1809 versions, but 

the grouping and development of the ideas in the sketches answers some of the 

questions that are raised by the later works. 

The analyses in the following chapters will be exploring the way in which 

Beethoven’s process ultimately led to the abandonment of the ad libitum cadenza and 

examining the new synthesis of improvisatory freedom with compositional control. 
                                                
3 This will be discussed in more detail with the relevant sketch material. 
4 Paul Mies, Die Bedeutung der Skizzen Beethovens zur Erkenntnis seines Stiles. 
5 See Kerman, Kafka. Fol. 127r bears sketches for an Adagio in D, possibly an early idea for the slow 
movement of op. 19. Above stave 5 there is a heading in Beethoven’s handwriting “Concerto in B dur 
adagio in d dur”. f. 127r. 
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This became became an integral part of the style, not only of his piano concertos, but 

of his later works, such as the last quartets and piano sonatas, opp. 109–111, long 

after he had moved away from concerto form. 

 

4. 1.  Beethoven’s Sketches: The Source Material 

 
Relatively little sketch material exists for the opp. 37 and 58 piano concertos, 

for reasons that will be discussed later in this study. However, a number of sources 

remain for the opp. 15 and 19 concertos, and in conjunction with the surviving 

material for the other concerto cadenzas, these sketches serve to demonstrate the ways 

in which Beethoven used the cadenza as a structural extension of the movement.  

Several important general analyses of the sketch materials have been 

published by Johnson,6 Tyson,7 Kerman,8 Cooper,9 and others, which attempt to date 

the sources and trace the compositional phases implied by them. At this initial point, 

however, it may be useful to outline the four bibliographic categories under which the 

sketches fall, and how they relate to Beethoven’s working practices.10 

1) The loose leaves, bifolia, and small gatherings. These are the sketches from 
the Bonn years through to the early years in Vienna. They are now collected 
together in the two miscellanies known as the Kafka Miscellany and the 
Fischhof Miscellany, and the sketch material that is relevant to this study has 
been dated as early as 1787. Beethoven worked in this manner until the first 
desk sketchbook, Grasnick 1, which he began in mid-1798. 
 

2) The pocket sketchbooks. The earliest of these date from 1811, and the other 
surviving books date from the final period of Beethoven’s life (1815–1827), 
placing them outside the realm of this study.11 

                                                
6 Douglas Porter Johnson, Beethoven’s Early Sketches in the Fischhof Miscellany: Berlin Autograph 
28, Studies in Musicology 22, 2 vols (Ann Arbor: UMI Research Press, 1977, 1980). 
7 Douglas Johnson, Alan Tyson and Robert Winter, The Beethoven Sketchbooks: History, 
Reconstruction, Inventory (Oxford: Clarendon Press, 1985). 
8 Joseph Kerman, ed., Autograph Miscellany from circa 1786–1799: British Museum Additional 
Manuscript 29801 (the “Kafka Sketchbook”), 2 vols (London: Trustees of the British Museum, 1970). 
9 Barry Cooper, Beethoven and the Creative Process (Oxford: Clarendon Press, 1990). 
10 For greater detail see Johnson, Tyson, and Winter, The Beethoven Sketchbooks, 48–49. 
11 Ibid., The Beethoven Sketchbooks, 321–423. 
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3) The desk sketchbooks. These are the pre-assembled books that Beethoven 

worked from at the piano or a desk. Those that contain or once contained 
sketches for Beethoven’s piano concertos are known as Grasnick 1, Grasnick 
2, Autograph 19E, Kessler, Wielhorsky, Landsberg 6, Landsberg 10, and 
Grasnick 3. Beethoven used these from 1798 until 1806.12  

 
4) The score sketches. These sketches in score appear on folded bifolia rather 

than books that have been stitched together. They contain a type of musical 
shorthand – a texture that has been reduced to a single stave or, more 
infrequently, two staves. This type of sketch was reserved almost exclusively 
for the late quartets. As they mainly date from 1824–26, they fall outside the 
relevant time scale of this study.13 There are however a few earlier score 
sketches, and two of these (for the op. 19 piano concerto, Kafka Miscellany, 
fol. 75v, and Beethoven Ms 61 from around 1790) will be discussed in further 
detail in section 5.1.1 of this study.14 

 

 

4. 2. Sources from the Early Years, 1786–1799 

The Kafka and Fischhof miscellanies are the principal sources of the surviving 

material relating to Beethoven’s piano concertos opp. 15 and 19, the Rondo in Bb 

WoO 6, and a small amount of material for op. 37. As this study will demonstrate, the 

source material in these miscellanies provides information about the stages of 

preparation of the above concertos for performance and publication. The table of 

Beethoven’s performances (see chapter 3, table 3.1 shows five performances 

containing concertos in 1795, four in 1796, and two in 1798, as well as the early 

private performances around 1793, and another possible performance for which no 

date is known. As the discussion to follow will show, it has been possible to date the 

sketches by various means, handwriting, paper type, (see Appendix II) ink colours, 

and the presence of other compositions (with known attributable dates) being worked 

on at the same time. As the information presented in this study will show, the sketches 

                                                
12 Ibid., 72–317. 
13 For more detailed information, see ibid., 463. 
14 For further detail, see Cooper, Beethoven and the Creative Process, 108. 
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can be directly related to the chronology of the performances, and the cadenza 

sketches support this approach.  

 

 

The Kafka Miscellany 

The Kafka Miscellany consists of 124 sheets in British Library Additional 

Manuscript 29801, fols 39–162. It was purchased from Johann Nepomuk Kafka 

(1819–86)15 in 1875, together with a Beethoven sketchbook of 1811.16 The miscellany 

contains sheets from the period before 1790, perhaps as early as 1786, to 1798–99.17  

The standard discussion of this source is by Joseph Kerman18 but as we shall 

see there are one or two minor adjustments to be made to his conclusions (including 

revised dating of Kafka fols 64–65, the date of the premier performance of op. 15, and 

the use of Johnson’s later paper-type classification throughout this thesis).  

Most of these early sketches are not extensive in the way that the work in the 

later sketchbooks is, but op. 19 is sketched in greater detail with seven different paper 

types19 showing the many attempts Beethoven had at finding a final version for this 

work. This demonstrates his habit of working out the material through extensively 

sketched revisions over a number of years. In comparison, sketches for op. 15 appear 

                                                
15 Kafka, a pianist and composer living in Vienna, was a collector and amateur dealer in manuscripts. 
See Kerman, Kafka, 1, xxiii. 
16 The sketchbook now comprises fols 1–37 of the British Library manuscript and contains studies for 
Die Ruinen von Athen and König Stephan. See Nottebohm, Beethoveniana, 37–44, and idem, Zweite 
Beethoveniana, 14–20, 138–45. 
17 Kerman defines the contents and types of sketches in Kafka, 1, xiii, and discusses the provenance in 
detail, Kafka, 1, xxi–xxv.  
18 Joseph Kerman, ed., Autograph Miscellany from circa 1786–1799: British Museum Additional 
Manuscript 29801 (the “Kafka Sketchbook”), 2 vols (London: Trustees of the British Museum, 1970). 
19 Ibid, xxvii. 
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on three different types, and op. 37 on only two.20 The paper type of the sketches has a 

bearing on the chronology of the material.21  

The Kafka Miscellany contains three separate sets of cadenza sketches for the 

first movement of op. 19 (dating from 1795), and three for the first movement of op. 

15 (though these are more fragmented). These sketches have been identified by 

Kerman as cadenza material based on their musical content, which will be discussed 

in successive chapters. 

 

The Fischhof Miscellany 

Beethoven Autograph Ms 28 is a smaller miscellany of fifty-six sheets in the 

Staatsbibliothek zu Berlin Preußischer Kulturbesitz. The standard discussion of this 

source is by Douglas Johnson.22 There have been some minor adjustments made to his 

conclusions which will be discussed in chapters 5 and 7, as this study has been able to 

take more recent scholarship into account which has led to the correction of source 

attribution and dating.23 

The Fischhof miscellany shows similarities in date, physical character, and 

musical content to the sketches in the Kafka Miscellany, and as Johnson has 

demonstrated some pages belong together: music beginning on fol. 48v of the 

Fischhof Miscellany continues directly on from fol. 141r of the Kafka Miscellany, and 

music beginning on fol. 117r of the Kafka Miscellany continues on fol. 120r of the 

Berlin volume. For this reason, it is thought that these two collections once formed a 

single miscellany in Beethoven’s possession. It is probable that Artaria purchased 
                                                
20 Ibid. 
21 For details see Appendix II, tables 1 and 2. 
22 Douglas Porter Johnson, Beethoven’s Early Sketches in the Fischhof Miscellany: Berlin Autograph 
28, 2 vols (Ann Arbor: UMI Research Press, 1977, 1980). 
23 See Johnson, Fischhof, 1, on op. 37 sketches, 391–3, and Kessler Sketchbook in section 4.3 of this 
chapter. 
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both Ms 28 and the Kafka Miscellany together, as a large bundle of leaves, at the 

auction of Beethoven’s Nachlass.24 Between 1830 and 1835,25 part of the bundle 

(more than sixty leaves)26 was acquired from Artaria by the Viennese pianist and 

professor Joseph Fischhof (1804–57). After Fischhof’s death, Julius Friedlaender, a 

Berlin music dealer, purchased his library, and most of it was then sold to the Berlin 

Royal Library, now the Staatsbibliothek, in 1859. Not all of the leaves owned by 

Fischhof are in the Berlin library, but those that are have become known as the 

Fischhof Miscellany.27 

Other sources, separate leaves and some desk sketchbooks, also contain some 

relevant material, and in order to pursue the goal of this study, to bring the sources 

together to analyse their musical content and trace the development of Beethoven’s 

compositional process, their content will also be examined. The provenance of the 

separate leaves will be discussed with the musical material as required to demonstrate 

chronology, but the desk sketchbooks that contain first movement cadenza material 

that is relevant to this study are briefly introduced below. 

 

4. 3. The Vienna Sources, 1798–1809 

The sketch books relevant to this study, because they contain (or contained) 

piano concerto cadenza material are: Grasnick 1, Grasnick 3, and the Wielhorsky 

Sketchbooks. Other sketchbooks with concerto movement material have been detailed 

in table 1.1 and will be referred to in their respective chapters. A full description of 

                                                
24 Evidence shows a connection between Artaria and Autograph 28 in 1830, when Anton Gräffer, an 
Artaria employee, published a monograph in which examples of composers’ handwriting were 
included. As an example of Beethoven’s writing he reproduced an entry found on fol. 24v of this 
miscellany. Anton Gräffer, Über Tonkunst, Sprache und Schrift: Fragment (Vienna: J.P. Sollinger, 
1830). 
25 In 1835, Fischhof presented a leaf to Ambroise Thomas; see Johnson, Fischhof, 1, 299. 
26 Ibid., 19 and 299. 
27 For a more detailed description of the provenance, see ibid., 297–302. 
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the contents, ownership, and locations of the materials and possible original makeup 

of these sketchbooks has been given in The Beethoven Sketchbooks.28 This will be 

referred to in the introduction of the sources below. 

 

Grasnick 1, mid – 1798 – February 1799 

This sketchbook was owned by the Berlin collector Friedrich August Grasnick 

(1798–1877), and came to the Berlin Royal Library (now the Staatsbibliothek) in 

1879 in his Nachlass, as part of a collection of autographs by Bach, Mozart, Haydn, 

and Beethoven.29 

Grasnick 1 is the first pre-stitched sketchbook to be owned by Beethoven.30 

The importance of Grasnick 1 for this study is the presence of two cadenza sketches, 

one for op. 15 and one for op. 19. There are also revisions to the first movement of op. 

19, which are of particular interest, as they reveal some of Beethoven’s compositional 

process. The flexibility and constant experimentation of this approach will be 

explored in the study of op. 19 to follow. 

 

Kessler Sketchbook ca. December 1801 – July 1802 

The Kessler sketchbook is one of the few sketchbooks to have survived in its 

entirety.31 It contains one of the few remaining sketches for op. 37. Bathia Churgin 

first identified the sketches on fol. 15r staves 3 and 4 (see section 7.1.3) in her 

detailed review of the sketchbook and the musical material in it.32 Although it is not a 

                                                
28 See Johnson, Tyson, and Winter, The Beethoven Sketchbooks, 89–99. 
29 For further information, see Johnson, Tyson and Winter, The Beethoven Sketchbooks, 77–83. 
30 See Johnson, Tyson and Winter, The Beethoven Sketchbooks, 77, and Joseph Kerman, “Beethoven’s 
Early Sketches”, The Musical Quarterly, 56, no. 4 (1970), 515–38. 
31 Johnson, Tyson, Winter, The Beethoven Sketchbooks, 124–9.  
32 Bathia Churgin, “Review: Ludwig Van Beethoven, Kesslersches Skizzenbuch”, Israel Studies in 
Musicology, vol. 3 (1983), 171–177. 
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cadenza sketch this will be discussed in chapter 7 with the dating of the op. 37 

concerto. 

 

Wielhorsky Sketchbook 1802 to May 1803 

 In their detailed review of this sketchbook33 Johnson, Tyson, and Winter state 

that nine leaves of the original sketchbook are missing. Eight of those have been 

traced, and it is one of these, SV 118: Mh 71, that is of interest to this study as it 

contains a cadenza for op. 37. Mh 71 consisting of 4 leaves of paper type 9 and will 

be discussed in more detail in chapter 7.34  

 

Grasnick 3, early December 1808 – 1809 

 As with Grasnick 1, this sketchbook came to the Berlin Royal Library in the 

1879 Nachlass of the collector F. A. Grasnick.35 The majority of this sketchbook is  

dedicated to sketches for the Fantasy for chorus, piano, and orchestra, op. 80, which 

Beethoven was preparing for performance on 22 December at the Theater-an-der-

Wien. The op. 58 G major concerto was also played at this concert, and one leaf, fol. 

34v, bears cadenza sketches on its lower half that can be identified by their musical 

content. The last pages of this sketchbook contain early sketches for the piano 

concerto op. 73. 

This study will attempt to examine Beethoven’s apparently increasing desire 

to integrate his cadenzas into the texture of the concerto movement. This hypothesis is 

based on both the evidence of the increasing blurring of the coda boundaries in the 

later concertos, and the development of the cadenza material at the same time as the 

                                                
33 Johnson, Tyson, Winter, The Beethoven Sketchbooks, 130–36.  
34 For more detail see Johnson, Tyson, Winter, ibid., 132. 
35 See Johnson, Tyson, Winter, The Beethoven Sketchbooks, 174–79. 
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sketches for the work. Investigation of the sketches and early cadenzas will be carried 

out to demonstrate his compositional process. The next step in this study will 

therefore be to provide an analysis of each cadenza in relation to the movement 

around it, highlighting the points that relate it to the earlier sketch material. 
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Chapter 5 
 
 

From 1787 to 1809: an Exploration of the Cadenzas and Sketch 
Materials Relating to Piano Concerto no. 2 in Bb major, op. 19 

 

 

 Although op. 19 is the earliest of Beethoven’s published1 piano concertos, 

dating from the composer’s time in Bonn, the concerto in Bb is known as the 

second because it was published after the C major concerto. By examining the 

rather complicated genesis of the sketch material and comparing it to known 

performances of op. 19, this study will attempt to reveal a pattern of preparation 

and some of the developing technical aspects of Beethoven’s piano playing. An 

analytical overview of the movement hopes to provide evidence of compositional 

links between the early sketches of the cadenza material, the movement itself, and 

the 1809 cadenza, with common motivic material, harmonic manoeuvres, and 

compositional devices. The sources are discussed below. 

 

 

5. 1. The Sources of Opus 19: Evidence of creative Genesis and 
Performance Demands 

 
 
 

The path from the earliest sketches of op. 19 to its publication is somewhat 

complicated. The sources include work dating from the Bonn years, and the 

earliest performing version predates the work  now known as the Concerto no. 1 in 

C major, op. 15. As will be shown in the following examination of the extant 

                                                
1 Concertos published during the composer’s lifetime. Wo0 4 predates op. 19. See section 3.1. 
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sketch and autograph materials, Beethoven wrote down  definitive versions of the 

solo part of the opp. 15 and 19 concertos when preparing them for publication. The 

revisions of op. 19 were obviously troublesome and a letter of 1801 shows 

Beethoven’s reservations:  

I am valuing the concerto [op. 19] at only 10 ducats because, as I have already 
told you, I do not consider it to be one of my best concertos 2  
 
In Beethoven and the Creative Process3 Barry Cooper has shown that the 

surviving materials for op. 19 can be divided into at least seven stages of 

continuing compositional process, of which stage four is the published version. 

Revisions relate to particular performances, and each performance seems to have 

instigated cadenza material. Table 5.1 below summarizes the details of 

performances and related source material, and shows that this process took place 

over at least eleven years. The evidence for this derives from differences in paper 

type, handwriting, musical content, and ink types. The analytical section of this 

chapter divides the material into four groups based on the activity centred around 

performances and the preparation of both the early version (WoO 6) and the final 

autograph and 1809 cadenza.  

The performance histories of the two concertos opp. 15 and 19 are 

problematic. No performance of either work is fully documented before March 

1795 but that does not mean that Beethoven did not play concertos before then.4 

Furthermore, there are sources for the years 1794–5 with no related evidence of 

concerto performances; again this does not necessarily mean that there were no 

performances. The  number of cadenza sketches from the latter period make it  
                                                
2 Anderson, Letters, Letter no. 44, Vienna, January 15, 1801, 1, 48. Further reservations were 
expressed to Breitkopf & Härtel, see Anderson, Letters, Letter no. 48, Vienna, April 22, 1801, 1, 
53. 
3 Barry Cooper, “A Long-Running Revision: Second Piano Concerto”, in Beethoven and the 
Creative Process (Oxford: Clarendon Press, 1990), 283–303. 
4 See Chapter 3 of this study. 
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Table 5.1. Sources for op. 19 and Rondo WoO 6.5 

Date 1st Movement 2nd Movement 3rd Movement Paper type Performances 
1787–90 
 
 

 
 
SV 31, fol. 15 

 SV 185, fol. 75v 
(WoO 6) 
 

Bonn II-B 
 
Bonn II-A6 

Concerto 
performances at 
Bonn Court7 

1790 SV 214, fol. 2v: 
score sketch 
(development) 

  Bonn II-C As above 

Late 1793 SV 185, fol. 89: 
score fragment and 
sketches 
SV 185, fol. 46r: 
cadenza sketches 

 Vienna GdM, A3: 
WoO 6, 
Autograph score 
 

I-A16 
 
 
I-A16 

Private 
performances in 
Vienna8 

Early 1794 
 
 
First half of 
1794 
Late 1794 

SV 95: score 
fragment 
(development) 
SV 223, cadenza 
sketches 
SV 185, fol. 148v: 
sketch 
(development) 

 
 
 
 
 
SV 185, fol. 148v: 
draft for most of 
movt 

 
 
 
 
 
SV 185, fol. 147-
8: short sketches 
and drafts 

I-C16 
 
 
I-F12 
 
I-E16 

 

Late 1794/ 
early 1795 
 
 
 

 SV 185, fol. 134: 
short section 
 
 
 

 
 
 
SV 185, fol. 97: 
extended draft 

I-I12 
 
 
I-C16 
 

 

Spring 1795  SV 185, fol. 127r: 
draft for Adagio in 
D 

 I-K16  

1795 SV 185, fol. 45r: 
cadenza sketches 
SV 185, fol. 55v: 
cadenza sketch 

  I-C16 
 
I-C16 

2 March Lobkowitz 
residence 
18 December 
Kleiner 
Redoutensaal 
(concerto not 
specified see table 
3.1) 

Mid 1796  SV 31, fol. 16v: 
short note about 
bassoon part 

 II-C15 8 January Kleiner 
Redoutensaal 
11 March Prague, 
Konviksaal 
June Berlin9 
23 November  
Pressburg10 

1798  SV 185, fol. 64v: 
two brief sketches 

SV 185, fols. 64-
5: extensive 
sketches and 
complete draft 

III-G18 Prague, Konviksaal 

October 1798 SV 45, fos. 19r–
20v: extensive 
sketches 
D-Bsb Autograph 
13. 

SV 45, fol. 21r: 
short sketches 

SV 45, fol. 21v: 
short sketch 

III-H16 
 
 
III-I16 

 

1801 D-BNba Mh 4 
Score for piano 
part 

    

1809 D-BNba HCB Mh 
13 Cadenza 
Autograph 

    

                                                
5 Most of this information has been drawn from Barry Cooper, The Creative Process, 284–5. The 
paper types are from the classification of Johnson in Fischhof, 1, 49–60, and more detailed 
information can be found in Table 2 Appendix II. 
6 Johnson suggests similarities with paper type I-A in Fischhof, 1, 365. 
7 The concertos are not specified. See Chapter 3 section 3.1 for details of the early works in 
Beethoven’s repertoire and eyewitness accounts of his performances. 
8  See the notes to the table of performances (Table 3.1) in Chapter 3. 
9 It was possibly op. 15 played at this concert. 
10 See Chapter 3, table 3.1 . 
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more likely that there were private performances for which there are no longer any 

records. 

 
5. 1. 1. Sources from the Bonn Years (1787–90)  
 
(See table 5.1). 
 
 The first source from the Bonn period to be discussed is Fischhof 15r–v, 

SV 31 (see figure 5.1 below). The leaves originally belonged to what was to have 

been an orchestral score, (an autograph sketch possibly) which has been left 

empty. Piano writing fills the bottom two staves and several theories have been put 

forward about its purpose. Johnson identified it as a cadenza sketch11 as the 

principal motif appears in such a varied form, and the sketch appears at the bottom 

of leaves that were no longer required for a score which was Beethoven’s practice, 

as has been mentioned above.  

Within a nine bar segment using the dotted figure derived from theme 1a of 

the movement, the harmonic progression destabilises swiftly then implies a return 

to the tonic via a 6/4 chord on F (see table 5.2). The major/minor juxtaposition at 

intervals of just one bar is a characteristic of the op. 19 cadenza published in 1809, 

as is the pausing of the tension on the VIIo (B natural) in bars 14 and 16. In 

Fischhof 15 the flattened mediant is the point from which the drive to the tonic 

begins, a structural device favoured by Beethoven, aided by the speed of the 

rhythmic momentum. Handwriting characteristics show that Fischhof 15 may have 

been written out between 1787 and 1790,12 so it is possible that the original version 

of op. 19 dates from these early years. 

  

                                                
11 See Johnson, Fischhof, 1, 366. 
12 See the section on Kafka 75v for a discussion of other works with this date. 
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Figure 5.1. Fischhof fol. 15 r–v. Transcription from Johnson, Fischhof, 2, 71–73. 

 

 

 

 

 

 

 

 

 

 

 

      

 

 

 

 

 

 

 

 

 

 Cooper’s view in Beethoven,13 was developed from consideration of the 

implied ending on the unresolved 6/4 chord of F major (see table 5.2 below and 

                                                
13 Cooper, Beethoven, 23–4.  
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figure 5.1 above) leading to the conclusion that the only possible placement of this 

harmonic progression with its emphasis on the dominant would be at the end of the 

solo exposition.  

 Fischhof 15 is not a fragment of a cadenza but the interest in this early 

source lies in the tonal relationships it develops, particularly the emphatic arrival 

on the dominant, and the movement to the flattened third (See table 5.2). This may 

have a bearing on the ultimate cadenza material as this study will attempt to 

demonstrate. 

 

Table 5.2. Harmonic Plan of Fischhof folio 15v. 

Bar nos.   I 2 3 6  8          9 
 
Harmonic progression.      V (F)  I (Bb)  V (F)  F minor            
bIII(Db) 

        VIIo        C/F*  

 
* major resolution implied 

 

 A further source from the Bonn period, Kafka 75v, is of interest as it  

contains a section in Eb that appears as the Andante episode for the Rondo in Bb 

for piano and orchestra, WoO 6, thus giving this leaf a possible association with 

the early stages of composition of op. 19 as there is very strong evidence that the 

Rondo in Bb was the original finale.14 The sketches on Kafka 75v shows that 

completion must have been on Beethoven’s mind; both of the piano concerto and 

of the cadenza at the bottom of the leaf. The cadenza in G (see figure 5.2 below) is 

written on the bottom staves of folios 76v–79r of the gathering to which fol. 75v 

belongs, demonstrating Beethoven’s early habit of using up the empty staves at the 

bottom of pages. Other instances of cadenza material on empty staves will 

                                                
14 See Cooper, The Creative Process, 283–303. 
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Figure 5.2 Cadenza in G Kafka 76r–79v. Transcription from Kerman, Kafka, 2, 100. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 bottom of pages. Other instance 
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be discussed in further detail below. 

 The cadenza in G is of interest because it is almost fully written out, rather 

than consisting of a series of sketches, and because it is the earliest example of a 

written out cadenza amongst Beethoven’s surviving papers. This cadenza has 

motivic similarities to the thematic material for the violin concerto fragment in C 

(1790–92),15 but due to the pianistic nature and virtuosic style of writing it is 

possible that it belongs with the Romance cantabile. 16  It bears motivic and 

structural similarites not only to the early sketches for subsequent cadenzas, but 

also to those published in 1809. The dotted figures derived from the first subject 

group of the first movement of the concerto set against the semiquaver movement 

that appear in Fischhof fol. 15v (see above) are prevalent here, extended with trill 

passages. 

 Bars 24 and 25 have the dotted figure and crotchets set contrapuntally, and 

in the final third of the cadenza Beethoven introduces a triplet motif. These are 

devices that appear in the later 1809 cadenzas to Beethoven’s concertos to increase 

the tension and provide a final drive to the tonic key. This cadenza also provides 

early evidence of the fantasy writing as recommended by C.P.E. Bach17 with its 

sweeping scales and arpeggios, and very chromatic progressions towards the end, 

so similar in style to those on Kafka 46r (see section 5.1.2 below).  

The Bonn sources (see Table 5.1) show that prior to 1793 at least one 

version of op. 19 was in existence, probably being performed, and that Beethoven 

was engaged in writing out a score before the move to Vienna. The surviving 

                                                
15 See Section 3.5, and Cooper, Beethoven, 37.  
16 Romance in E minor for flute, bassoon, piano and small orchestra, Hess 13. Kafka 74–80. See 
Hess, Sämtliche Kadenzen v–vi for further details. 
17 See Chapter 2 of this study, section 2.5. 
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cadenza provides an early example of compositional devices which, as we shall 

see, Beethoven will use again in the later works. 

  

5. 1. 2. The 1793 Sources  

 

In 1793 Beethoven revised a number of works from the Bonn years 

including op. 103,18 op. 52 no. 2,19 Hess 12,20 and Hess 19.21 Three surviving 

sources for op. 19 show that further revision of the melodic material from the text 

of the concerto took place at this point, perhaps even under the supervision of 

Haydn.22 The sources Kafka 46r and Kafka 89r–v contain cadenza sketches which 

indicate the likelihood of preparation for performance at least in private houses in 

Vienna. The preparation of WoO 6 possibly shows that there was an intention to 

publish the work.23  

 The 1793 sketch sources are of particular importance because they begin to 

demonstrate developments in Beethoven’s own piano playing and his desire to find 

notational methods to convey his musical intentions. The background to 

Beethoven’s technique and his musical influences has already been discussed in 

Chapters 2 and 3, and the sketch material examined here reveals the changes that 

the young Viennese-based virtuoso was making to create a new personal 

expressive style. Details will be discussed progressively for each sketch, but in 

                                                
18 Octet in Eb for 2 Oboes, 2 Clarinets, 2 Bassoons, and 2 Horns. See Johnson, Fischhof, 1, 403–4. 
19 Feuerfarb. See Johnson, Fischhof, 1, 393. 
20 Sketches for the slow movement of an Oboe concerto on Kafka 150v. See Johnson, Fischhof, 1, 
404. 
21 See Johnson, Fischhof, 1, 404.  
22 A letter of 23 November, 1793 from Haydn to the Elector of Bonn mentions these works and 
shows Haydn’s regard for his student.  “…a quintet, an eight-voice “Parthie,” an oboe concerto, a 
set of variations for the piano and a fugue composed by my dear pupil Beethoven…” Forbes, 
Thayer’s Life of Beethoven, 1, 144. 
23 See Cooper, The Creative Process, 286. 
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general the 1793 material exhibits a prevalence of double and triple trills, and the 

texture is indicative of Beethoven’s effort to develop a much more legato and 

sustained style of playing than that employed by Mozart and the older generation 

of keyboard players. 

 Kafka 46r (see Figure 5.3) contains three lines of cadenza sketches, 

identified as such because of the musical material. 

 

Figure 5.3. Kafka 46r, transcription from Kerman, Kafka, 2, 46. 

  

 

 

 

 

 

 

 

 

 The material is related to the sketches on Kafka 89r–v,24 and the passage of double 

and triple trills is very similar to the sketches on Beethoven Ms 70, which has been 

dated 1794. These sketches are fragmented. At the top of the page is a bar of 

chords on line 1 and 2 marked adagio.25 This is very closely related in harmonic 

content to passages in Mozart’s Concerto in A major K. 488 of 1786, and the two 

bars of semiquavers that follow in Beethoven’s sketch are Mozart’s rhythmic 

                                                
24 Hess states that these sketches and those on Kafka 89r have nothing to do with the 1809 cadenza 
and that they could form part of the first version of this concerto. See Kadenzen, 7. 
25 This is line 3 of Figure 5.3. 
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impetus for that passage. (See Figure 5.3a below. Movement I bar 158, 

development).26  

 The Cb in the bar that follows can be seen as a possible connection to the 

next motif. It is a step in the scheme of resolution that Beethoven retained for the 

cadenza written in 1809.27 In bars 69–76 of the final version of the cadenza the 

tension begins to dissipate with the chromatic motion both in the bass, Bb–A, and 

in the treble from this Cb. The modulation of one key to another through a  

 

Figure 5.3a. Mozart Piano Concerto in A major K. 488. Bars 158–64. Movement I. Urtext der 
Neuen Mozart-Ausgabe: Serie 5. Edited by the Internationale Stiftung Mozarteum Salzburg, 7 
(Kassel: Barenreiter, 2006), 31–32. 
 
 

 

 

semitone step with a quick subject change is a feature of the first movement of op. 

19. Beethoven prepares the listener in the opening tutti with a section of semitone 

descents in the bass (C–B, then D–C#–C natural–B–Bb–A) from bars 22–30, the 

first two of which are furthered emphasized by the sf markings. The passage 

leading to the second subject (bars 40–41) will be discussed in detail below in the 

analysis of the movement, but at this point it should be sufficient to draw attention 

                                                
26 See section 3.1 in Chapter 3 of this study for a more detailed discussion of Beethoven’s 
introduction to the works of Mozart in his early years at the Bonn court. 
27 See example 16, Annexe of Musical Examples. 
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to the surprising upward step of a semitone from C–Db. A pleasing symmetry is 

therefore obtained, with the bass line in the cadenza at the end of the movement 

moving down a semitone in the opposite direction again, Bb–A, with its prominent 

Cb in the treble, and this sketch is the first evidence of Beethoven’s plan for this.  

Kafka 46r contains two bars of the dotted figure, which is so prevalent in 

the 1809 version (system 2 in figure 5.3). They imply a resolution into the bIII, a 

relationship which is brought out in the Fischhof 15 sketch, and in the scheme of 

the movement in general. Here the performance directions of Calandissimo and the 

pause highlight it even further. As figure 5.4 below shows Beethoven makes even 

more of this moment in Kafka 89v by extending the passage with a further VIIo 

chord.  

The double trills (system 2) with their offbeat descending crotchets are a 

feature of Beethoven’s fantasy style writing – one which can be seen not only in 

the other cadenza sketches close in period to this, but also in the 1809 cadenza. 

This is one of the earliest examples of Beethoven’s search for a new legato 

sustained style of piano playing. The creation of this type of texture of connective 

tissue explored the sonorous possibilities of the developing piano, then evolving,  

and was a feature that Beethoven employed to increasing advantage in his piano 

concertos, culminating in opp. 58 and 73.  

The sketches on Kafka 89r–v (figure 5.4) are identifiable as cadenza 

sketches because of their musical material and their relationship to Kafka 46r 

above. On the recto the sketches are squeezed in on the right hand side of a four-

bar score fragment. (See figure 5.4 below). Again, the dotted figure from theme 1 

of the movement predominates, and the passage marked Calandissimo as in Kafka 

46r that does not resolve, but implies the bIII recurs here. A preoccupation with 
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descending double trills and hand crossing explores the visually exciting aspects of 

the virtuoso playing in a cadenza.  

 

 

 

 

 

 

 

 

 

 

 

  

 

The trills are not the only way, however, that Beethoven explores 

sustaining the legato line here. On lines three and four of Kafka 89v, there are six 

bars of a dominant pedal with hints of the polyphonic working out of the dotted 

quaver-semiquaver rhythm above it.  

The first four bars of 89v (figure 5.4) consist of semiquaver patterns with 

the dotted motif in fragmentation, above and then below. In its final appearance, 

the figure moves through the subdominant key of Eb to Ab, and resembles bar 45 

in the 1809 cadenza that heralds the beginning of the final section.  

A further point of interest in this sketch is the appearance of the second 

subject in the dominant key (lines 7 and 8). The subject does not appear in the 

Figure 5.4. Kafka 89r-v. Transcription from Kerman, Kafka, 2, 45-6. 
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1809 cadenza, but the sketch shows that at least in 1793 Beethoven was 

considering this option. What is even more unusual about this section are the 

repeat marks and second double bar lines indicating a possible section beginning. 

 

Figure 5.5. © British Library Board, Additional Manuscript 29801, ff. 39–162. fol. 
 89r.  

 

 

If Beethoven was thinking of beginning the cadenza with the second subject this is 

the only time that he indicated it.  

  The first four bars of 89r constitute a section in full score consisting of the 

three last bars of the development, and the first bar of the recapitulation 
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corresponding to bars 282–285 of the published version. As the section in full 

score does not fill the page, Kerman proposed that the fragment may be a rejected 

revision rather than a rejected page from the autograph score.28 Johnson’s view is 

that Beethoven began the page as part of the autograph and abandoned it after four 

bars due to musical or orthographic reasons.29 Either way, this sketch shows 

Beethoven preparing a final version of the score with cadenza sketches of the same 

period squeezed around the concerto material. 

 

 

5. 1. 3. The 1794–96 Sources 

 

(See table 5.1). 

 As table 5.1 shows there are a number of sources for the years 1794–5, and 

yet no known performances. Beethoven Ms 70r, Kafka 45r and Kafka 55v all 

contain cadenza sketches.  

Beethoven Ms 70, SV 223 (See figure 5.6 below) is the first extended draft 

of its kind for this concerto demonstrating thematic links with the published form 

of the first movement.30 The recto contains approximately 36 bars of cadenza 

sketches (although it is not all barred).  

 

 

 

                                                
28 See Kerman, Kafka, 2, 279.  
29 See Johnson, Fischhof, 1, 367. 
30 It is paper type I-F12 and the six other known leaves of this type were used for Beethoven’s 
contrapuntal studies with Albrechtsberger, probably in the first half of 1794. Handwriting 
characteristics indicate that this was used at the same time. See Johnson, Fischhof, 1, 371.  
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Table 5.3 Harmonic Outline of Beethoven Ms 70r. Staves 1/2 to 9/10 

Section 1 

Bar 1               11  12 13  14              15  

 

Trills               Derivative of soloists theme                 Presto triplets 

HarmonyV7 (F) VI (G minor) V7 V7 (Bb) IV (Eb) V7 (G) V of V (C minor) V7 (F) 

 

18 

Section 2 

19  30 

Section 3 

32 

Fantasy material Theme 2a Fantasy material leading to final 

section 

end of passage 

V7 (F) bVII (Ab)  V7  

 
 
 
 
 
 
 
 
Staves 11/12 
Bar 1  2  6 7 8 
 
 Theme 1   
V (F) I (Bb)   III  VI I 
 
 
 
 
A harmonic outline of the sketch is given in table 5.3 above. It begins with an 

extended dominant VII preparation and the double trills in the inner parts, that first 

made their appearance on Kafka folios 46r and 89v and are prominent from the 

start. Although this is an extended sketch in comparison with the 1793 sources it is 

still only sections that have been worked on with reminders for continuation 

throughout.  

At bar 15 is the first appearance of the triplet motif, the device that 

Beethoven uses to begin the final section and drive the momentum along. In bar 18 

there is an extended V7 elaboration, the first of its kind in these sketches. This was  
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Figure 5.6. Transcription of the cadenza sketches on Beethoven MS 70r, Johnson, Fischhof, 2, 89–
90. 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

not to become a feature of the op. 19 1809 cadenza but it certainly recalls the 

ideals of C.P.E. Bach and is developed and extended in the other cadenzas.  

Systems 4 and 5 above show an 11 bar development of the second subject 

of the concerto’s first movement in the surprisingly distant key of Ab major. This 

does not make its way into the 1809 cadenza, but its contrapuntal treatment is the 

foundation of that cadenza.  
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The marking ‘Cadenz Anfang’ (‘Beginning of the cadenza’) occurs at the 

beginning of staves 11 and 12, with a dominant VII chord preceding it on the 

previous stave, and F’’ and f’’ following it. Musical material that is directly related 

to the coda of the first movement in its final form (bars 397–44, the end) follows it, 

although this also bears a resemblance to the lyrical subject chosen for the 1809 

cadenza. The handwriting on this leaf along with the content of the other leaves of 

paper types I-F12
31 provides evidence that the op. 19 cadenza sketches may have  

been associated with performances in 1794.  

 Cadenza sketches occupy most of the recto on Kafka 45. 32  At 

approximately 41 bars (the sketch is not barred all of the way through) this is a 

large segment. It is clearly marked ‘Cadenza’ at the beginning, and is the only 

sketch in the Kafka Miscellany related to the piano concertos to be so marked.33 

(See figure 5.7).   

 The cadenza is clearly sectionalised with tempo and dynamic indications. It 

is motivically related to Beethoven Ms 70 with its inner voice trills and 

contrapuntal movement of the two outer voices. Neither of these makes use of the  

dotted rhythms of the principal theme of the first movement, but the shapes and 

two part textures outlining arpeggios and scales on Kafka 45r have a lot in 

common with the passage work of the movement. There is also some development 

of the second subject material. Previous sketches (Kafka 46r and 89r–v) of 1793  

were dominated by the movement’s opening motif, so these two sources 

(Beethoven Ms 70 and Kafka 45) show experimentation in a new direction; in any 

event, the movement had still not reached its final form. 

                                                
31 See the footnote above. Also Johnson, Fischhof, 1, 112. 
32 See Johnson, Fischhof, 1, 98–105 for more detail. 
33 Johnson calls it a cadenza draft with a possible sketch for the draft. Ibid., 372.  
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Figure 5.7. Kafka 45r. Transcription from Kerman, Kafka, 2, 47. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 Kafka 45r indicates that  the opening of the cadenza was to be set apart 

from the movement with its two-part imitative texture in a different rhythmic 

pattern from the preceeding material clearly announcing the presence of the 

soloist. It is the same idea that Beethoven used to introduce the soloist in the 

movement after the first tutti and it is carried through into the two-part opening of 

the 1809 cadenza. It is possible that Beethoven may have used Kafka 45r in 1796 
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during his visit to Prague, and that these cadenzas are associated with Prague 

performances.34 

An area of Beethoven’s sketch material which requires closer examination, 

is the different types and colours of ink used.  In Barry Cooper’s study “The Ink in 

Beethoven’s ‘Kafka’ Sketch Miscellany”35 the point is made that when Beethoven 

was writing out an autograph score, he tended to make some sketches also in the 

black ink generally reserved for the autograph. The sketches on Kafka 45r are 

mainly made in black ink, in particular those on the lower half of the recto and are 

possibly a further indication that cadenza sketches were being made at the same 

time as a score was being prepared for performance. 

 
Kafka 55v36 (see figure 5.8) and Kafka 45 demonstrate similarities in 

handwriting style indicating that these sketches could not be earlier than 1795 and 

therefore could have been sketched for the March performances. However, unlike 

Kafka 45 these sketches are in a lighter ink of the type that Beethoven was tending 

to use by mid 1796 and were therefore probably intended for the visit to Prague.37 

 The remaining sources from this period are concerned with the body of the 

text as previously mentioned. Their dating details and associations with op. 19 are 

fully described by Johnson,38 but the Kafka source (fols 147–48) is of interest as it 

contains two excersises in two-voice fugue as part of Beethoven’s studies with  

 
 
 

                                                
34 Kerman, Kafka, 2, 82. See also Johnson, Fischhof, 1, 378.  
35 Barry Cooper, “The Ink in Beethoven’s ‘Kafka’ Sketch Miscellany”, Music & Letters, 68, no. 4 
(Oct, 1987), 315–332. 
36 Johnson states, “… at the bottom of the recto is a rather amorphous sketch for the end of a 
cadenza to a movement in Bb, possibly (but not definitely) the first movement of Op. 19.” See 
Fischhof, 1, 372. He has confirmed with me that this was a possible typographical error as the 
sketches he was referring to are the ones in Bb on the verso.  
37 Ibid., 372. Johnson makes the point that Beethoven did not use this type of leaf after 1796.  
38 Ibid., 368–71. 
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Figure 5.8. © British Library Board. Additional Manuscript 29801 fol. 55v. 
 

 

 

Albrechtsberger dating from the first half of 1794.39 Johnson states that sketches 

for the first movement of op. 19 were then added later and relate to the 

development passage that is written out in score on Beethoven Ms 61 and BH 

121. 40  Although none of these sketches is specifically for cadenzas, the 

juxtaposition here of evidence for Beethoven’s newly developing contrapuntal 

skills, with his exercises for Albrechtsberger, and the reworking of the first 

movement extract are indications of the association in Beethoven’s mind at this 

early stage of the relationship between the movement and the contrapuntal working 

out of its conclusion that was to feature in the 1809 cadenza.  

                                                
39 Ibid, 370.  
40 Ibid. 
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 A number of pianists and writers41 may have found it difficult to reconcile 

certain stylistic attributes of this cadenza with the early date and style of the main 

body of the work, but these sources show that contrapuntal extension was in 

Beethoven’s mind from the work’s fledgling stages. Such working out may have 

featured in the cadenzas for the  early performances, and it became not only a 

major factor in the 1809 cadenza, but a textural element of the cadenzas for the 

other concertos.  

 

5. 1. 4. The 1798–1809 Sources 

(See table 5.1). 

Two of these sources contain cadenza material. HCB Mh 13 is the 

autograph score of the 1809 cadenza, (and will be discussed in detail in the final 

section of this chapter) and SV 45: Grasnick 1, folio 21v contains the latest 

cadenza sketches. The sketches in the Kafka 64–65 bifolium and on Grasnick 

folios 19r and 21r show the concerto reaching its final form, and Autograph 13 and  

HCB Mh 4 are the autograph scores for op. 19 in the form that it is now known. 

The sketches for op. 19 on Grasnick 1 19r, 21v and 21r are thought to have 

been made in October – December of 1798.42 The first of the two cadenza sketches 

(staves 1 and 2) can be identified by its opening series of trills (figure 5.9) sharing 

a motivic relationship with those on Beethoven Ms 70r of 1794 (figure 5.6). These 

C trills plays on the secondary dominant idea that has constantly recurred 

throughout the sketches; here, by the means of two dominant VIIs, the sketch 

quickly resolves into an exploration of the second subject in the key of G major.  

                                                
41 Donald Francis Tovey, Cadenzas to Beethoven’s Fourth Piano Concerto (Oxford: Oxford 
University Press, 1937). In the Preface Tovey referred to the “ill-tempered fugal cadenza…”  
42 See Johnson, Fischhof, 1, 374, for more detail.  
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Figure 5.9 Grasnick 19r. Transcription from Johnson, Fischhof, 2, 90.  

 

 

 

 

 

 

 

 

 

 

 

 

Grasnick 21v. Transcription from Johnson, Fischhof, 2, 90. 

 

 

 

 

 

 

 

 

 

As it then changes to G minor the second voice appears in imitation. This 

leads to a second sketch that plays on the dotted figure that characterises the 

movement, beginning in Bb in a fugal manner.  

 Autograph 13 is the full orchestral score of op. 19, but the solo part is 

sporadic and not in its final form. Beethoven wrote out the solo part HCB Mh 4 



 125 

separately for the publisher Hoffmeister in 1801.43 Autograph 13 incorporates 

revisions from Grasnick 1, (see table 5.1) and therefore must have been written out 

between late 1798 and early 1801.44  

The number of surviving sources shows Beethoven’s difficulties in arriving 

at a final version of this work, with the compositional process extending over more 

than ten years. As the examination of the process of preparing for the publication 

of Beethoven’s other concertos will show, once a score was prepared for 

publication Beethoven would normally be finished with it, but in the case of this 

concerto the compositional process was constant with revisions even to the 

autograph score.45  

Yet despite the number of revisions, there is still relatively little source 

material to reveal the obviously complicated genesis of op. 19. This is why the 

cadenza sketches are so important. With the exception of Grasnick 1 there are 

relatively few sketches for the first movement, but there is a substantial body of 

cadenza material. The cadenza sketches verify the presence of the various thematic 

ideas at each stage of the work’s composition and also give some idea of the 

hierarchy of thematic motifs. For instance, the dotted motif, which is so prevalent 

in the final version of the movement, appears on the earliest source Fischhof 15. 

First movement theme 1 subject material (the same dotted motif) appears 

exclusively in the cadenza sketches of 1793. Material from the first movement’s 

second group of themes does not appear in the cadenza sketches until 1794–95, 

when the second theme and a figure from the codetta appears, (although as the 

surviving sources of 1794–5 show mainly revisions to the second and third 
                                                
43 See Anderson, Letters, Letter no. 47, dated Vienna, April 22, 1801, 50.  
44 See Barry Cooper, The Creative Process, 297–298 for more detail of the revisions and Johnson, 
Fischhof, 1, 375 for evidence of dating. 
45 Cooper suggests that these revisions were abandoned due to time pressures. Cooper, The Creative 
Process, 303. 
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movement rather than the first movement the latter may have already been present 

in an earlier version ).  

This sketch evidence outlined above shows that Beethoven had been 

working at the concerto from 1787 until the completion of the piano score (HCB 

Mh 4) in 1801. As far as we know, he returned to it only once more to complete a 

cadenza for it in 1809 (HCB Mh 13). An analysis of the concerto follows to 

provide the framework within which the relationships between these sketch 

materials and the 1809 cadenza can be considered. The purpose of this is to 

investigate Beethoven’s compositional techniques to see how he revisited the work 

in 1809 and whether the 1809 cadenza has long-range connections with the 

movement.  

 

 

5. 2. Schemes of Thematic and Textual Integration in the First 
Movement. 

 

 

Op. 19 is scored for smaller forces than Beethoven used in his other 

concertos, with Flute, 2 oboes 2 bassoons, 2 French horns and strings, suggesting 

that a more intimate type of performance was intended. This idea was carried to its 

natural conclusion by Czerny’s chamber edition of the work for piano and string 

quartet.46 As in the op. 15 Concerto the opening movement is marked Allegro con 

brio although Czerny writes that it is “To be performed in the same gay and lively 

                                                
46 Carl Czerny, Deuxième grand concert pour le piano avec orchestre/composé par L.v. Beethoven; 
opus 19; arrangé avec 2 violons, viola et violoncelle, et augmenté d’une cadence par Charles 
Czerny (Leipzig: Au Bureau de Musique C.F. Peters, 1854). 
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style as the first movement of the foregoing [op. 15] Concerto though rather 

slower.”47 

Czerny’s visit of 1801 to Beethoven’s rooms revealed the presence of a 

Walter pianoforte that Czerny referred to as “the best of its time.”48 The range of 

the keyboard of this instrument was probably five and a half octaves,49 and the  

range of the solo part in this movement is from FF to f3.  

 The analytical discussion to follow will focus on Beethoven’s use of 

thematic combination, tonality, texture, and the thematic hierarchy as established 

in the movement to examine the long-term relationships with the cadenza. 

 Table 5.4 shows the distribution of the thematic material with an overall 

outline of the harmonic structure for both the movement and for Beethoven’s 

cadenza. The first movement is in the Classical Sonata form of exposition, 

development, and recapitulation. There are four tutti sections, with the first three 

followed by the soloist entries, and the fourth and final one containing the cadenza 

section.  

 The opening exposition contains the first subject theme group (see figure 

5.10 below). There are three themes in this group: the angular dotted rhythm of the  

start (1a) which contrasts dramatically with the smooth, lyrical, stepwise section of 

the theme (1b) and a further derivation which often functions as connective  

 

                                                
47 Czerny, On the Proper Performance, 95.  
48 Ibid., 4. 
49 William S Newman suggests that the range of this piano was five octaves in “Beethoven’s Piano 
Versus His Piano Ideals”, Journal of the American Musicological Society, 23, no. 3 (Autumn, 
1970), 492 citing Keisei Sakka, “Beethovens Klaviere-Der Klavierbau und Beethovens 
künstlerische Reaktion”, in Colloquim Amicorum–Joseph Schmidt-Görg zum 70. Geburtstag, ed. S. 
Kross and H. Schmidt (Bonn: Beethovenhaus, 1967), 327–37. However sketches for op. 37 dating 
just before April 1800 show Beethoven writing as far as g3 (see Hans-Werner Küthen, ed, BNA, 
Klavierkonzerte, 1, xi), and a number of Walter’s instruments from this period and earlier have both 
f#3 and g3. See Rosenblum, Performance Practices, 416. 
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Figure 5.10. Thematic material of the first movement. Beethoven Concerto No. 2 in B-flat major 
for Pianoforte and Orchestra op. 19. Urtext. Edited by Jonathan Del Mar (Kassel: Bärenreiter TP 
922, 2015). 
 
Theme 1a bar 1, p. 1.  

 

 

 

Theme 1b bars 2–3, p. 1.  

 

 

 

 

Theme 1c bars 9–12, p. 2.  

 

 

 

Theme 2a bars 127–8, p. 11. 

  

 

Theme 2b bars 149–52, p. 13. 

 

The two themes in the second subject group do not appear in the opening  

 

Opening of the solo exposition bars 90–94, p. 8. 

 

start (1a) which contrasts dramatically with the smooth, lyrical, stepwise section of 

the theme (1b) and a further derivation which often functions as connective 

material (1c). The two themes in the second subject group do not appear in the  
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material (1c). The two themes in the second subject group do not appear in the 

opening exposition. This is an unusual compositional development in concerto 

writing of this era and one which Beethoven also adopts in op. 15. It will be 

discussed in more detail along with its relevance for the selection and order of the 

thematic material to be developed in the cadenzas. 

 Beethoven’s treatment of the thematic material at the beginning of op. 19 

displays its eighteenth-century roots. A formal characteristic of first movements in 

Haydn’s symphonies was to open with a unison forte subject and to combine sharp 

dynamic contrasts within the theme. H.C. Robbins Landon expands upon this with 

particular reference to Haydn’s Symphonies of 1771–1774.50 In op. 19 Beethoven 

adopts this energetic approach with the with the f unison opening of theme 1a. He 

then employs another device used by Haydn (for example in Symphony No. 21 in 

A major, second movement, Hob. I:21)51 that of contrasting the broad unison effect 

with expansive material. Amongst the piano concerto genre the rising dotted figure 

in the opening piano statement of Mozart’s K. 271, which is preceded by the 

outlining of the tonic triad in the orchestral tutti, is similar. In op. 19 Beethoven is 

working on the principles laid out by his predecessors to create a tightly knitted 

movement which is dominated by its opening motivic material. The stark contrasts 

of theme 1 are developed throughout the movement and the need for a contrasting 

theme 2 is thus considerably reduced. The use of the thematic material in this way 

created a unity which Beethoven then extended to the published cadenza of 1809 

as again theme 2 material was excluded in favour of derivations of the theme 1 

subject group. 

                                                
50 H.C. Robbins Landon, The Symphonies of Joseph Haydn (London: Universal Edition, 1955), 
318–9.  
51 Ibid., 23–24. 
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 All four tutti sections begin with the prevalent dotted rhythms and towards 

the end of the first tutti this rhythm is reintroduced (at bar 63), in the manner of a 

ritornello, and used as a driving force. It is in his use of ritornello that Beethoven 

can be seen to be breaking with the eighteenth-century tradition. Where Mozart 

uses ritornello to display the tonic key and lay out a certain number of identifiable 

themes, Beethoven can be seen already in this early work to be using it to extend 

the perimeters of the form. As mentioned above, not all of the thematic material is 

introduced in the opening tutti, and some of the harmonic progressions in the tutti 

are surprisingly destabilising (see table 5.4), despite the overall predominance of 

tonic-dominant harmony. 52  With the tonic key constantly and dramatically 

reinforced during the movement, greater flexibility and contrast is then implied by 

modulations in the cadenzas. The framework for these modulations however is 

always set up within the movement itself and the kernels of the ideas can be seen 

in the sketches as part of the early preparations for the work.  

 There are four compositional elements in the movement which will be seen 

to be of particular significance for the cadenza. The first of these is the three major 

shifts in tonality (see table 5.4); to Db (the bIII), Eb (IV), and to Gb (bVI). Each of 

these is set up by semitone manoeuvres. On a small scale the chromatic wedge in 

the violin melody bars 25–6 of Bb–G#–A is the first example of a building block 

of motivic development repeated in many guises throughout the movement. The 

solo section bars (bars 105–127) features semitone movements at two levels, with  

 

                                                
52 See Scott Burnham, Beethoven Hero (New Jersey: University of Princeton, 1995), 39 for further 
discussion of the significance of this progression in Beethoven's works. 
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Table 5.4 to be replac

Table 5.1. Harmonic and thematic outline of the First Movement of op. 19 
 
 
Section 1 
 
Tutti 1. Exposition                    Solo 1.  
 
Bar 1  9 38 41  57 63 90 127 149 157    179 
Theme  1a/b 1c      1a/b 2a 2b  passagework with modulation  
Harmony I (Bb)  V/V (C) bIII (Db)               V (F)      I (Bb) I (Bb) V bIII (Db) V (F)                    V 
 
 
Section 2                    Section 3 
Tutti 2. Development Solo 2.   Tutti 3. Recapitulation Solo 3. 
 
198   213 230 269 285   293 311 333 341 
1a   2a   1a   1c 2a 2b passagework 
V (F)   V IV (Eb) V I (Bb)   I (Bb)  bVI (Gb) I (Bb) 
 
 
Tutti 4.  Cadenza  Tutti 4 
 
384 394   395-400 

 
 
 

    1a  
I (Bb) I 6/4   I (Bb) 
 

 
 

 
Harmonic and thematic outline of the 1809 op. 19 cadenza 
 
Bar 1  20  25 27  31  45  54 69  78-79 
 
Theme 1a   1c     1a 
 
Harmony I (Bb)  V (F)   I  i  IV (Eb)  V V/dim 7ths I 
 
 

Table 5.4. Harmonic and Thematic Outline of the First Movement of op. 19 
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the chromatic wedges of the melody over the bass line with its structually important 

largely chromatic movement Bb–A–G#, A–G–F#, G–E, Db–C. This will be built into 

the bass line of the 1809 cadenza thus reinforcing its relationship with the structure of 

the movement. On a larger scale with the arrival of the dominant of the dominant (C), 

there is an enormously surprising and emphatic stepwise movement to Db at bar 41. 

Instead of the expected second subject in the dominant key there is a continuation of 

1b thematic material from bar 43. This is the manoeuvre sketched by Beethoven in the 

1798 revision on folios 19v and 20r in Grasnick 1 (see figure 5.9) and revised even 

further as the score was being prepared for publication.53 Finally, the modulations 

towards the dominant minor and the dominant of its dominant (C) are unusual and 

destabilising, particularly in tutti sections (see table 5.4)54 and this is reflected in the 

unsettling dramatic colour of the minor touches in the cadenza. 

 The second element is the texture of the solo part, remarkable at bar 90 (solo 

1, table 5.4)  due to the method of entry with new material that does not appear in the 

opening tutti. This could be considered a new theme or perhaps viewed as an 

improvisatory elaboration preluding the first appearance for the soloist of theme 1a in 

bar 106. There are precedents in Mozart’s concertos, K 271, K 466, K 491, and K 

503, but this is significant because it is Beethoven’s first attempt at punctuating the 

soloist’s entry by contrast. The thin texture of the solo part throughout the concerto 

(mostly in two or three parts) prepares for the later transformation into the 

contrapuntal opening of the cadenza.  

The third point of importance is that the pianist never takes ownership of 

theme 2 as it does not appear in the opening tutti or the development section in either 

                                                
53 See Cooper, Beethoven and the Creative Process, 301. 
54 See Plantinga, Beethoven’s Concertos, 72 for more detail. Plantinga draws attention to examples of 
movement in opening tuttis by Mozart (for example K. 503) but even these are relatively stable in 
comparison to op. 19. 
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the movement or the cadenza.55 This is an early indication of Beethoven’s idea of 

thematic hierarchy. As will be demonstrated in the following chapters, it is the reverse 

of Beethoven’s procedure in the cadenzas for the other concertos where a new motif is 

reserved for the soloist.  

  Finally there is a rhythmic device where the harmonic momentum is pushed 

forward by triplet figures, a device employed by Beethoven in both modulating 

passages, and in the final section of a cadenza when driving towards the tonic as later 

examination will show.   

The recapitulation and the beginning of the third tutti coincide as is usual in a 

Classical concerto, but in this case there are only nine bars before the soloist enters, 

and the recapitulation is shared between the forces.56 The theme 1 material is shared 

here in a very economical manner. This was made possible by the contrasting 

elements within the theme which work comprehensively together whether following 

on smoothly from each other (as at the piano entry of bar 293), or layered to create a 

new texture (at bar 300). The result is that the theme 2 material section, which is still 

thirty bars in length as it was in the exposition (see table 5.4) seems very extended. 

Perhaps it is for reasons of balance that Beethoven decided eventually that theme 2 

material was not required in the cadenza.  

A very perfunctory coda of six bars brings the movement to a close with two 

statements of themes 1b and 1c combined. The limitations of this disproportionately 

short coda may well have led to Beethoven’s decision when he returned to the work in 

1809 to extend the cadenza to allow the piano to complete the work in a satisfactory 

manner. 

                                                
55 Beethoven Ms 70, a source dating from 1794 contains the first appearance of theme 2a. See Barry 
Cooper, Beethoven and the Creative Process, 297. 
56 Mozart also wrote short third tuttis. Of the last fourteen piano concertos only K. 453, K. 456, K. 467, 
and K. 595 have a third tutti of more than eight bars.  
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5. 3. The 1809 version of the First Movement Cadenza: its Context and 

Consolidation of Material. 
 

  

Figure 5.11. The autograph cadenza for the first movement of the Concerto in B flat op. 19. 
Beethoven-Haus Bonn, Sammlung H.C. Bodmer. Mh 13, fol.1r. 
 

 
 

 

It has often been stated that this cadenza was written in a different style than the rest 

of the concerto for which it was intended.57 Franz Kullak in his essay entitled 

Beethoven’s Piano Playing writes:  

For the rest, most of Beethoven’s Cadenzas bear the character of improvisations, 
whereas those to the Bb-major Concerto–probably the best of them all–appear to have 
been more carefully worked out.58 

                                                
57 Barry Cooper says that it is not based on any of the cadenza sketches of the 1790s. See The Creative 
Process, 303. Johnson also has this view. See Johnson, Fischhof, 1, 375. 
58 Franz Kullak, Beethoven’s Piano Playing with an essay on the execution of the trill, trans. Dr. Th. 
Baker (New York: Schirmer, 1901), 10. 
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One of the factors that may have contributed to this perception of new style must 

surely have been the advancements in piano manufacture that had taken place 

between the completion of the piano autograph score (1801) and this cadenza (1809). 

Beethoven did not always confine himself to the range of the instruments that he 

himself owned. The Érard piano which he received as a gift in August of 1803 was 

the first he had owned with a range from FF–c4, and yet in earlier works he had 

explored a greater range. 59 By the time of writing this cadenza he was able to explore 

the range FF–eb4,60 rather than being confining himself to the FF–g3 range of his 

Walter instrument of 5½ octaves he had owned at the time of the work’s publication.61 

This cadenza revels in the range and sonorities newly available. Despite the new style, 

however (and the reluctance of other scholars to associate this cadenza with the 

sketches for previous performances of op. 19), the long-range goals which are set up 

in the movement and which may be seen in the surviving revisions and sketch 

materials for op. 19 are present in this cadenza as will be demonstrated below.  

The autograph score is HCB Mh 1362 (see figure 5.11, and section 5.1 for 

details of the sources). This cadenza is in three sections and is 79 bars in length. 

(example 16, Annexe of Musical Examples). In comparison to Mozart’s practice, 

Beethoven’s cadenzas prolong the tonic, thereby governing special features of the 

movement’s structure. Table 5.4 (the overall harmonic outline of the concerto and that 

of the cadenza) shows that there is a predominance of material in the tonic key with 

two decisive moves to the dominant.  This is also related in part to the fact that the 

                                                
59 Newman makes the point that Beethoven explored greater ranges than were always known to be 
available to him in William S. Newman, Beethoven on Beethoven. Playing His Piano Music His Way. 
(London: W.W. Norton & Company, 1988) 60. Beethoven had already explored the C 4 pitch earlier in 
in the C minor piano concerto op. 37 (movement 3, bar 349) and in the cadenza sketch SV 118 for that 
concerto. 
60 f4 was probably his limit. See Rosenblum, Performance Practices, 34–35.  
61 See Appendix III for details of Beethoven’s pianos and keyboard range.  
62 For a full description see Willi Hess, Sämtliche Kadenzen, Kadenz zum ersten Satz des B-dur-
Konzertes op. 19, notes preceding the facsimile of the autograph. 
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subject material is all derived from the first theme group, including the lyrical subject 

that opens the second section. Mozart uses only the principal subject in his cadenzas, 

so in this way the op. 19 cadenza can be seen to be following late eighteenth-century 

harmonic and thematic practice. In the cadenzas for opp. 15, 37, and 58, also written 

in 1809, the lyrical subject comes from the second theme group in a departure from 

this practice, so the cadenza for op. 19 is unique in this way. The other harmonic 

move of importance shared by both cadenza and movement is the shift to Eb at just 

over halfway through (approximately the same point in each).  

The most remarkable break from tradition in this cadenza however is the way 

in which it closes on the tonic by scale and not with a trill. This is the only time that 

Beethoven employs this device. In the cadenzas for op. 37 and op. 15 no. 3 the trill is 

placed early, so its placement was obviously a matter of compositional 

experimentation at this time. Two sketches of 1793 Kafka 46r and 89r and two 

sources from 1794, Kafka 45r and Ms 70r for op. 19 show a preoccupation with trills. 

The two Kafka sketches 46r and 89r which are melodically related as mentioned 

above contain the double and triple inner voice trills used by Beethoven to create a 

more connected texture, in the same way that the decorative trills in the soloists part 

smooth the texture of the development of the movement. The melodic material 

surrounding the trills (on the sketches) is related to the first subject group. At no time 

does the harmonic direction ever indicate that it was moving towards closure on a V7 

chord. Beethoven Ms 70r begins on staves 1 and 2 with a gossamer-like texture of 

double trills in the middle voices and a punctuating rhythmic motif in the outer 

voices. The first fourteen bars of this sketch (nearly half of it) are dedicated to 

working out the placement for the trills and the surrounding moving voices. This 

sequence precedes the sketching of the second subject as a unison theme in Ab, so the 



 137 

intention for its placement was probably near the beginning of the cadenza. At the end 

of bar 33 where there is a break this sketch comes to rest on a V7 chord and there is 

no indication that a trill was intended to lead back into the movement. Despite the 

extensive exploration of trill textures in the sketches above if Beethoven ever ended 

any of his early cadenza performances by trilling over the V7 chord there was no 

indication of it. Perhaps it was never the solution that he had in mind for op. 19. 

 There are other ways in which the sketches provide links with Beethoven’s 

early intentions for both the first movement and the 1809 cadenza. These are the 

fugal/textural treatment of the thematic material and the melodic material itself. When 

the melodic content of the thematic material is broken down there are two main motifs 

can be seen throughout the sketch material and the first movement. The first is the 

dotted quaver and semiquaver rhythm and the second is the chromatic steps.  

  As mentioned above, one of the 1793 leaves Kafka 46r contained 

Beethoven’s contrapuntal exercises for Haydn as well as cadenza sketches. His 

preoccupation with the fugal textures of the work may have begun here. Staves 3 and 

4 on 46r have two bars of a semiquaver/quaver motif which is imitated between high 

and low voices. On its own it is not particularly significant but once its melodic 

relationship with Kafka 89r and Kafka 45r (where the fugal development is more 

prominent) is taken into consideration, it shows that this type of imitative voicing was 

part of the genesis of the work. The voicing and two part texture of much of the 

movement – for example bars 161–178, where this fragmented motif similar to that 

on Kafka 46r appears above semiquaver scales – has provided the framework for the 

texture of the 1809 cadenza. The fugal opening of the cadenza on Kafka 45r provides 

the prototype.  
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 The first section of the cadenza opens with a fugato. It is derived from the 

opening tonic triad of the movement, but here it rises instead of the descent of the  

opening tutti. The two-part texture has the effect of dramatically separating the soloist 

from the preceding texture just as the soloist’s own theme entry had done at the end of 

the first tutti in the movement. Beethoven uses the technique of fugal summarization 

in later works such as the final movement of piano sonata op. 110 of 1821, but here it 

is giving substance to one of his earliest works. In this cadenza the fugal entry begins 

in bar 1 with the bass, then in bar 5 the alto voice follows, and then in bar 10, the 

soprano. The answer in bar 5–6 is a real answer in the dominant key of F major. It is 

this fugal texture which gives the idea of the ‘working out’ of Kullak. The tonal 

adjustments to the answering phrase that then follow in the ascending triad (Ab in bar 

6 and Db in bar 8) become a dissonant feature creating cross relations between the 

lower major third and upper minor third of both the tonic and dominant triads. The 

removal of the rests from the opening statement of the fugue theme increases the 

tension by removing the gap between the conclusion of the subject and the 

commencement of the answer.  

 In the bass line in bar 7 the chromatic wedge Ab–F# which resolves to G 

makes its first appearance in the cadenza. Its importance in the movement has already 

been discussed. This half step permeates the fugato in many ways – as cross relations 

of the answers bars 5 and 6, the second entrance of the subject in bars 10–11 with the 

Db, the diminished third of the counter subject, resolving half a step above and below 

to G in bar 7, and in the chromatic descent within the passing harmonies above the 

dominant pedal bars 20–23. Chromatic manoeuvres feature from the early stages of 

the work in the cadenza sketches. One in particular has structural significance for the 

concerto as a whole. This is the move from C to the bIII, Db, and the very earliest 
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sketches Fischhof 15v, (from the Bonn years) and Kafka 46r and 89v have been 

shown to explore this semitone movement.  

 In the second section of the cadenza these striking Db sonorities give an even 

more restless feel to the lyrical subject as it moves into the tonic minor Bb in bar 31. 

This development of the second subject material in the tonic minor key is a 

characteristic of Beethoven’s cadenzas. With the introduction of the semiquaver 

accompaniment, the rhythmic momentum picks up, driving towards the arrival to the 

subdominant at bar 45. During this section, the semiquaver motifs are fragmented and 

leap about the keyboard at first with a two-part imitative texture, and then combining 

in contrary motion. This type of figuration is related closely to much of the soloist’s 

passagework in the movement. This approach to motivic fragmentation and repetition 

through changing octaves can be seen throughout all stages of the work. Beethoven 

Ms 70r, Kafka 89v, 45r and 46r all show early manifestations of this idea, although 

the motifs tend to be smaller (2 or 3 notes) and the texture was softened by inner part 

double trills. As will be demonstrated, the cadenzas for Beethoven’s other piano 

concertos contain free-flowing improvisatory passages to effect their modulations, but 

in this middle section of the op. 19 cadenza Beethoven has adopted a much more 

worked-out sounding approach. The drama is achieved in bars 20–45 by the wide 

ranging dynamics from p to ff, and the extension to the upper range of the keyboard.  

 The third section beginning at bar 46 is even less improvisatory in nature than 

the other sections. The increased harmonic momentum and the motivic links to the 

first section such as the tightly knitted dotted rhythms, and half step relationships with 

an emphasis on the dominant pedal are already familiar from their earlier less 

developed appearances on Kafka folios 46r and 89r–v. With a nicely symmetrical 

touch, just as the soloist opened the movement with a semitone step at the highpoint 
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of the register, from bar 69 of the cadenza Beethoven effects the close of the soloists 

outpouring with a mystical rumbling of Bb–A at the bottom of the range.    

 The factors which bind the sections of this cadenza together have their origins 

in the material in the movement. Despite the fact that Beethoven’s musical language 

had matured considerably since the initial work on this concerto, given possibilities of 

the expanded range and sonority of the instrument, the long range relationships have 

been maintained. This cadenza looks both forward in direction and back to tradition in 

several ways. There is a predominance of theme 1 material and of the tonic-dominant 

movement which prevailed in the cadenzas of Mozart and C.P.E. Bach. The expanded 

length and omission of the trill demonstrate Beethoven’s search for a new form and 

the blurring of the boundaries that would lead to the integration of the cadenza into 

the movement. Beethoven has explored the new six octave range of the keyboard 

available to him by expanding from FF–eb4. The fugato opening gives the impression 

of something considered and pre-composed. The independence of the voices 

encourages a new more sustained style of playing, and the predominance of the 

chromaticism aids this.63 Beethoven incorporates elements of the orchestral coda into 

the cadenza by introducing the tonic resolution, and shortening the final orchestral 

tutti.  

Of all of Beethoven’s 1809 cadenzas at first glance (or maybe first hearing) the 

musical language of the op. 19 cadenza seems to be the most unrelated to the concerto 

to which it belongs. Yet throughout the sketching process until the completion of the 

movement and the 1809 cadenza, certain characteristics prevail. The movement is 

united with its strongly reinforced tonic centre. Its most surprising modulation to the 

bIII has its genesis in the tutti sketches of 1798 on Grasnick 1, fols 19v and 20r. The 

                                                
63 See Tilman Skowroneck, Beethoven the Pianist, 205–208 for a discussion of Beethoven using 
polyphonic writing to achieve a superlegato from 1791 onwards.  
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first movement sketches here (from the third stage of revision before publication) 

develop range, texture, and the long-range harmonic implications bringing the 

material closer to the published version. The most important relationship for this 

study is the working out of the semitone relationship in bars 39–42 of the tutti. This 

semitone movement had been present in each of the earlier cadenza sketches, but fols. 

19v (stave 2) and 20r (stave 7) show Beethoven working it into the opening tutti and 

approaching the final version of the concerto. 

The appearance of a further important structural relationship in these sketches of 

1798 demonstrates the flexibility and constant experimentation of Beethoven’s 

compositional approach. The second subject of op. 19 made its appearance in the 

subdominant, rather than the flattened third Db (the eventual and rather extraordinary 

manoeuvre). Here Beethoven has marked the sketch “bleibt wie es war bis” (stays as 

it was…’) indicating that these changes were to be incorporated into an existing score. 

By the time of publication, the second subject was no longer in the subdominant, but 

continued in the key of Db, and when Beethoven began to make further revisions to 

the autograph score for publication he altered this sudden change once again with a 

surprising modulation to Gb. This is just one example of how for Beethoven the 

compositional process was continuous.64 

The sonorities resulting from the strong tonic-dominant axis with its surprising 

semitonal steps are explored in the 1809 cadenza. The cadenza only develops theme 1 

material (possibly for reasons of balance as mentioned above) and the sketch material 

reflects Beethoven’s intentions with the predominance of theme 1 material, whilst 

revealing that this was possibly not always his plan. Fischhof 15, the earliest source is 

an indicator of Beethoven’s preoccupations for the movement with its eighteenth-

                                                
64 For further details of alterations to the text of op. 19, see Cooper, Beethoven and the Creative 
Process, 297. 
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century textures, dotted rhythms, scales, major/minor juxtaposition, and chromatic 

movement. The resolution of one key to another by semitone step and quick thematic 

changes also feature on Kafka, fols 46r and 89r. Two-part texture underpins all of the 

solo writing of the movement and the fugal presentation of the subject matter in the 

cadenza. Beethoven’s interest in the changing tone qualities of the instrument is 

demonstrated by his desire to explore a more legato sound. Kafka, fols 46r, 89r, and 

Beethoven Ms 70 all demonstrate this experimentation with double and triple trills 

that would become a feature of the other later cadenzas. In the final cadenza for op. 

19, this texture was not adopted, but the polyphonic working-out of material, another 

method of sustaining the line (which first appeared on Kafka, fols 45r and 89r) was. 

The sustaining possibilities are also enhanced in the 1809 cadenza by the exploration 

of dominant pedal points, a feature of the 1809 cadenza. Other aspects of virtuoso 

playing such as hand crossing also show Beethoven’s efforts to make an effect with 

his own playing, reflecting the purpose of the concerto.  

Examination of the source material serves to demonstrate compositional processes 

through harmonic, rhythmic, melodic, and structural links. There are more surviving 

sources for this concerto than for any other. These sources are of great interest 

because of the relatively long period of time that they cover, 1787–1809. During this 

period, a number of modifications to the instrument took place and Beethoven’s 

compositional style underwent a number of changes. As a result it would seem that 

the completion of the op. 19 concerto presented Beethoven with difficulties. However, 

the qualities that made Beethoven’s piano playing and improvisation so unique were 

untilised in this cadenza and in the body of the concerto, and the sketch materials 

show the early efforts at developing these techniques. 
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Chapter 6 

 
 

A reputation to establish: An exploration of the sketches and cadenzas for 
the first concerto composed in Vienna, Piano Concerto no. 1 in C major, 

Opus 15.  
 

 

 

 The op. 15 concerto in C major became known as Beethoven’s first piano concerto 

because of its 1801 publication date, but, as the sketches show, work on it began after the op. 

19 concerto. It had its origins as early as 1793 (see table 6.1). As in the previous chapter, this 

study will attempt to reveal intended compositional design from the early stages of 

preparation and more interesting developing technical aspects of Beethoven’s preparation for 

performance. The outline of the movement again hopes to provide evidence of compositional 

links between the early sketches of the cadenza material, the movement itself, and the 1809 

cadenzas for the first movement of which three are extant.1 Although its genesis is somewhat 

intertwined with that of the op. 19 concerto,2 the compositional advances in op. 15 mark a 

decisively new and more expressive period in Beethoven’s concerto writing, and this enabled 

a greater synthesis of style with the cadenzas.  

 

 

                                                
1 The 2013 G. Henle Verlag Urtext edition Kadenzen und Eingänge zu Klavierkonzerten edited by Friedheim 
Loesti has numbered the cadenzas for this concerto based on the possible date of their completion according to 
modern scholarship. See the Preface, 5. HCB Mh 11 is no. 1, HCB Mh 10 is no. 2, and HCB Mh 12 is no. 3. 
Whilst the volume has been extensively consulted, for ease of reference with other sources this study will retain 
the traditional numbering with HCB Mh 10 as no. 1 and HCB Mh 11 as no. 2. HCB Mh 12 is no. 3.  
2 For detailed discussions of the chronology see Johnson, Fischhof, 1, 351–85, and Cooper, The Creative 
Process, 294–5. 
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6. 1. The Sources for Opus 15: Further Evidence of Early Creative Genesis 
and Developing Cognition 

 

Table 6.1. Sources for op. 15.3  
 
Date 1st Movement 2nd Movement 3rd Movement Paper type Performances 
1793 Velten-

Sammlung, fol. 
64v (short 
sketches) 

 Velten-
Sammlung, fol. 
64r (short 
sketches) 

I-A16  

1793–94 SV 185, fol. 
160r (short 
sketches) 

  I-C16  

Late 1794/ 
early 1795 

  SV 387 (short 
sketches) 

I-I12 
 

 

  Vienna A 62 
(short sketches) 

 I-I12  

 SV 185, fol. 97 
(short sketches) 

  I-C16  

 SV 185, fol. 
113r (drafts) 

SV 185, fol. 
113v (draft) 

 I-M16  

1795   SV 110 large 
draft 

I-G16 29 March, 
Burgtheater 

 SV 185, fol. 72v 
(earliest 
cadenza 
sketches) 

  I-K16  
2 December, 
Kleiner 
Redoutensaal 

 SV 185, fol. 57v   I-K16  
 SV 31, fol. 30r 

(cadenza 
sketches) 

  I-M16  

 SV 185, fol. 
138v (cadenza 
sketches) 

  III-C16  

1798 SV 45, Grasnick 
1, fol. 2v 
(cadenza 
sketches) 

   Prague, 
Konviktsaal 
 
27 October 
Theater-an-der-
Wien 

1800 D-Bsb 
Autograph 12 
(autograph of 
score)  

SV 359, fol. 1 
(two brief 
sketches) 

SV 359, fol. 14 
(cadenza draft) 

 2 April, 
Burgtheater 

Sometime after 
1800 

 HCB Mh 11 1r 
and 2r–v 
(autograph of 
cadenza) 

    

1809  HCB Mh 10 
1r–2v and HCB 
Mh 12 1r–8r 
(autographs of 
cadenzas) 

    

 

                                                
3 Dates are supported by paper types and handwriting styles. See Johnson, Fischhof, 1, 356–62 and Table 2 
Appendix II of this study. 
4 For a description of the third-movement cadenza that Beethoven wrote out for Mollo the publisher to insert at 
bar 457, see Richard Kramer, ed., Ludwig van Beethoven: A Sketchbook from the Summer of 1800. 
Transcription and Commentary (Bonn: Beethoven-Haus, 1996), 18. In the event, Mollo published an Eingang at 
that point, the text for which has not survived. 
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Table 6.1 shows that eight stages in the composition of op. 15 can be identified 

between the years 1793 and 1809. The sources that have been identified as cadenza sketches 

will be discussed below and examined in relation to Beethoven’s compositional process.  

 

 

6. 1. 1. Late 1794 – 1795 Sources 

 

This group of sources (see table 6.1) contains three sets of cadenza sketches in 

preparation for performance (see table 6.1).  

 Kafka, fol. 72v (see figure 6.1 below) contains what are thought to be the earliest 

cadenza sketches for op. 15, occupying the entire leaf.5 The first section opens with one of 

Beethoven’s much-favoured trills (see chapter 5 sections 5.1.2, 5.1.3, and 5.1.4 for all 

previous examples in the cadenza sketches) over a three quaver motif. This is the first 

appearance of the fragmented rhythm that drives the end of section 1 in the third of the 1809 

cadenzas for this concerto (see section 6.3.3 for the analysis of the cadenza, and table 6.6) 

from bars 27–35, modulating by means of V7 and VIIo chords, preparing the listener for the 

arrival of the second subject. The beginnings of this highly chromatic and unsettling 

dissonant motion can be traced to the first section of Kafka, fol. 72v.  

 A passage of semiquavers follows on staves 3 and 4 containing the first ‘staccato’ 

articulation marking in any of the cadenza sketches. It is the beginnings of a sequential 

working out of the passagework that is similar in style to 1809 cadenza no. 2, bars 50–53,  

 

                                                
5 See Johnson, Fischhof, 1, 355, for a discussion of dating which is based on the association with the sketches 
for the Twelve Allemandes for orchestra WoO8 on Kafka 72r. WoO8 was performed at the masked ball at the 
Redoutensaal, on 22 November 1795; see Letters to Beethoven and Other Correspondence, translated and edited 
by Theodore Albrecht, 3 vols (Lincoln: University of Nebraska, 1996), 1 (1772–1812), 39: no. 20, Vienna [mid-
November] 1795. 
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 Figure 6.1. Cadenza sketches on Kafka, fol. 72v. Transcription from Kerman, Kafka, 1, 36. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

with its octaves in each hand a third apart. In the sketch however the keys outlined are C 

minor – Ab major – F minor – D minor, relationships that exist in the movement (as will be 
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discussed below) and go on to be developed together (see cadenza no. 1, bars 14 and 15, and 

cadenza no. 2, bars 7–10).  

 The next fragments on staves 5 and 6, and 7 and 8 are concerned with chromatic and 

enharmonic relations, and more scalic links. Staves 9 and 10 return to the tonic key, with 

their crotchet material. On stave 12 the right-hand chords of what would become the opening 

of cadenza no. 2 make their descent, and are followed by a statement of theme 3. The 

figuration that follows on staves 13 and 14 does not reappear in any of the 1809 cadenzas, but 

again is reminiscent of the semiquaver stepwise sequences. The seemingly unrelated passages 

on this leaf may of course relate more closely to the movement as it existed in 1795, rather 

than to the final form that is known today. 

Kafka, fol. 57v (see figure 6.2) contains another possible sketch for a cadenza.6 Below 

the sketches Beethoven has written “Billet an duport7 Morgen frühe”.8 Staves 3 and 4 of fol. 

57v are clearly marked with pauses over minims (G in the bass and D in the treble) and the 

figure 7, indicating a V7 cadence (see figure 6.2). This sketch lacks the precise motivic 

relationships evident in the version of op. 15 that we know today, but contains some features 

that bear similarities to other cadenza sketches of this period. The inner trill, outer parts 

moving in contrary motion, and hand crossing over double trills, are all explored in the other 

sketches. The intervals of seconds and fourths and crotchet momentum in common time do 

bear semblance to the shape of thematic material in the concerto, in particular theme 3 (see 

figure 6.6 below). The dominant harmony at the start leading to the continuous double trills, 

                                                
6 Johnson, Fischhof, 1, 355. 
7 The brothers Duport, Jean-Pierre (1741–1818) and Jean-Louis (1749–1819) were cellists at the Berlin Court. 
Mary Cyr and Valerie Walden, “Duport.” Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed December 15, 2014 http://www.oxfordmusiconline.com/subscriber/article/grove/music/08356pg2. 
8 Scholars are divided over the possible explanation of this note, with Johnson (Fischhof, 1, 355) possibly 
associating the term “billet” with a letter that was to be sent to Duport the following morning and thus 
associating the note with the possible December 1795 performance in Vienna. Plantinga associates the note with 
Beethoven’s time in Berlin stating that he did not know the Duport brothers before he went there. See Plantinga, 
Beethoven’s Concertos, 51–2, for more detail.  
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with the triple trill close on V7 at the end of the second line (staves 5 and 6) is a possible 

indication of the function of this passage. 

 

Figure 6.2. © British Library Board, Additional Manuscript 29801, ff. 39–162. fol. 57v.  

 

 

 The bass clef rhythms in bars 2 and 4 bring out a rhythmic pattern that is featured in 

the first movement of op. 15 (in the tutti in bar 225, in the violin parts, and in the upper winds 

at bars 249–51), and this motif relates the sketch to the first stave of Kafka, fol. 138r, where it 

all takes place an octave higher. The left-hand semiquaver figuration is derived from theme 3. 

The hand-crossing suits the virtuoso style of a cadenza, and, as sketches on Kafka, fol. 113r 

show, this was part of Beethoven’s plan for the movement in early 1795. These sketches also 

exhibit a number of similarities with Fischhof, fol. 30r (described in detail below). 
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The remaining sources of cadenza sketches from this period are Fischhof, fol. 30r, and 

Kafka, fol. 138r–v. They have been somewhat difficult to date as both leaves have sketches 

that scholars have linked to 1798.9 Fischhof, fol. 30r is the same paper type as Kafka, fol. 113 

(see section 6.1.1). Both the paper type and the handwriting of the cadenza sketches indicate 

a date of 1795, but the other sketches on the leaf require a chronological clarification that has 

not as yet been made. Johnson first linked the two groups of sketches to 1795 in his detailed 

discussion10 observing the motivic similarities between the cadenza sketches on Fischhof, fol. 

30r and Kafka, fol. 138. There is an inscription “war’s nicht famös am 1ten december” at the 

bottom of Kafka, fol. 138r. Johnson linked it to 1795 in an attempt to build a case for a 

performance of op. 15 on December 18, but noted that if a performance of op. 15 in late 1796 

or early 1797 was known then the sketches could be related to other paper type III-C16 

sources from this period.11 Plantinga has associated this sketch with the performance at the 

Romberg’s concert of 1796 based on his dating of the handwriting and paper and on a letter 

by Lorenz von Breuning to Wegeler dated January 5, 1797, mentioning Beethoven’s 

participation in the concert.12 (see table 3.1). Both of these considerations allow for the fact 

that op. 15 was being performed prior to 1798 and that Beethoven was continuing to work on 

the cadenzas.13 

There is no doubt as to the function of the sketches on Fischhof fol. 30r (see figure 6.3), 

as ‘cadenza’ is marked above the first stave. As will be demonstrated below, these sketches 

continue to develop motivic relationships, semitonal relationships, and Beethoven’s 

preoccupation with trills, an experimental ending of the cadenza, and his developing virtuosic  

 
                                                
9 Johnson, Fischhof, 1, 355. 
10 Johnson, Fischhof, 1, 355. 
11 Ibid., 185–6.  
12 Plantinga, Beethoven’s Concertos, 52–3. 
13 Ibid., 52. Plantinga states that the letter was previously only available as an extract and cites Martin Staehelin, 
“Brieffragment an Lenz von Breuning”, Beethoven Jahrbuch 10, 1978–81 (Bonn: Beethoven-Haus, 1983), 23–
33. 
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Figure 6.3. Cadenza sketches on Fischhof, fol. 30 r–v. Transcription from Johnson, Fischhof, 2, 62–64. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

*) As written on the autograph, but the first group is not beamed in Johnson’s transcription. 
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style. In addition there are new elements to be discussed relating to range and evidence of 

preparation for performance.  

The sketches begin on stave 1 with exploratory f3s in the theme 1 opening rhythm of a 

minim and two crotchets. Although the piano part of the first movement itself reaches to f#3, 

this is the first cadenza sketch to explore range in such an adventurous manner. This 

exploration continues with the ascending quaver figuration on staves 1 and 2 (which 

functions as a kind of musical shorthand for the semiquaver passage that appears in cadenza 

no. 1, bars 53–56), and a related motif, the connective material in thirds on stave 3, with the 

indication doppelte fallen zum (“doubled [thirds] descending to”). On stave 14 there is an 



 152 

 

introduction to theme 2 material with a chromatic descent from f3, and staves 7–8 and 12–13 

all contain material that likewise pushes at the boundaries of the upper register. 

The appearance of f3 on stave 2 is remarkable, as it climaxes in a driving run that, with 

its Schluss (“conclusion”) marking, indicates that Beethoven was planning a closure without 

the trill at this early stage of 1795; this suggestion is reinforced by the bass line marked tutti 

which follows. The scale is clearly related to the scale in octaves that provides such a 

tremendous climax at the end of the development section in the movement (bars 344–45), as 

it too is marked 8va and consists of the same notes. This provides evidence that not only was 

Beethoven planning to conclude without a final trill (as in the op. 19 cadenza), but that the 

solution may have been taken directly from the first movement. It should also be noted that 

the scale for the cadenza was written down first, since very little piano figuration had been 

sketched for the movement at this stage. The rippled chords that precede this scale in the solo 

part of the movement (b. 340) foreshadow the humorous touch that Beethoven eventually 

uses to close the third of the 1809 cadenzas, adopting the approach without the trill. The 

repeated fs preceding the scale sketched on Fischhof, fol. 30r share the rhythm of a minim 

and two crotchets with bars 335–339 of the movement – a further indication of the careful 

planning of this structural point, with the tightly knit motivic connections designed to be 

revealed in the cadenza. The passage that follows on stave 3 of Fischhof, fol. 30r is related to 

the violin part of bars 458–64, which leads to the cadenza 6/4, and the pause on the final C 

perhaps indicates its cadential function.  

Despite the removal of the traditional trill at the end of the cadenza, trills abound 

elsewhere in all varieties – single, double, and triple. They not only accompany, but form a 

connective tissue, increase the sustaining sound of the legato lines, and create expressive 

moments of hiatus. These techniques are carried through into the 1809 cadenzas. 
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The sketches on Fischhof, fol. 30 develop each of the movement’s three themes and 

their derivations, and are recognisably related to the printed version of the concerto, showing 

that by this stage in 1795 at least the orchestral score must have reached a reasonably 

advanced structural form. The two appearances of theme 1 on staves 1 and 2 are startling 

because of the extremity of the range. The treatment of themes 1 and 2 in their fragmented 

forms is related to Kafka 57v (in Fischhof on staves 1, 7 and 8, and 15) with long trills and 

semitone descents. The accidentals in both sources (G#, F#, Bb, and D#), with their 

suggestions of minor key, colour these sections, and the V7 progressions aid the modulations 

in quick succession. The 1795 preoccupation with hand crossing is also something that both 

these sources share, with a leaning towards the upper register. 

Themes 2 and 3 are quite extensively developed. Fragments of theme 2 first appear 

above then below double trills on stave 1. On staves 7 and 8 a further fragmentation of this 

occurs, with trills in both hands. This sequence appears to end in the key of Bb, and on staves 

14 and 15 there is a full statement of theme 2 in that key. As this is the only time it appears in 

Bb, the material on staves 7 and 8 may be the beginning of a preparation for it. As previously 

mentioned, it is approached by means of a downward chromatic scale from f3. Cadenza no. 2 

from 1809 also has a chromatic approach (although from the opposite direction). In this 

cadenza the decorative figuration that precedes the second subject does so from the highest 

point of the cadenza (Ab3), so it must always have been part of Beethoven’s plan to suspend 

the motion at this point and modulate via chromaticism. Cadenza no. 3 takes this moment to 

the extreme in bar 35, with its scale sweeping upwards to Bb3 and then down four octaves to 

C, before rising to the Ab2 starting note of theme 2 (in Db major).  

Squeezed in at the ends of staves on Fischhof, fol. 30r are the statements of theme 3. At 

first it appears in the dominant G, in canon, and with a trill over the top on staves 5 and 6. 

This is the key of the appearance of theme 3 in cadenza no. 3 (bar 102). The surrounding 
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figuration is different in the 1809 cadenza, as the melody appears in the treble and there is a 

quaver chordal accompaniment, but this is a structurally significant point of arrival in the 

later cadenza, with fol. 30r constituting early evidence for Beethoven’s plan here. As theme 3 

becomes more fragmented on staves 7 and 8, with double trills, and a left-hand trill motif that 

crosses over the right hand, it bears a resemblance to Kafka, fol. 57v.  

Two derivations of theme 3 that occur in the 1809 version of the movement occur here 

(see figure 6.3). On stave 1 of Fischhof, fol. 30r a triplet section appears to push the 

momentum on to a V7 triple trill, and on staves 12 and 13 there are triplets in contrary 

motion. The semiquaver derivation of theme 3 is written out on stave 11 in the key in which 

it first appears in the movement (bar 125). This is directly related to the passage on stave 11 

of Kafka, fol. 138r.  

The second derivation consists of four groups of four semiquavers and demonstrates 

that  Beethoven was working out his performance options, since for the first time amongst 

these concerto sketches he has written in the fingering. There is no clef, but the fingering 

would indicate that the passage was designed with the left hand in mind. The related passage 

on Kafka, fol. 138r is also fingered and written out an octave lower (although again there is 

no bass clef). One of the fingering solutions is slightly different, so Beethoven was obviously 

experimenting (compare figures 6.3 and 6.4). Another performance-related preparation is 

indicated by the dynamic markings, such as the pp at the end of stave 14 to indicate an echo 

effect. Strategically placed pauses to show points of climax give these sketches a sense of 

structure. 

On stave 10 of Fischhof 30r there is an F major chord that is notable because of its 

obvious rhythmic relationship with the opening chord of op. 58 – a motif that Beethoven used 

in many different guises in his works. This is an example of some of the material that does 
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not have an obvious sense of placement with the later cadenzas, but a number of the motifs 

and derivations thereof, do appear in the 1809 cadenzas.  

The sketches on Fischhof, fol. 30v are related in content to those on Fischhof, fol. 30r, 

staves 7 and 8. A single trill that descends by step connects the fragmented left-hand motif, 

which explores the upper range of the piano, making it to f3 and modulating from the 

dominant G via a dominant and diminished progression to rest on Gb major. This sketch does 

not seem related to the 1809 cadenzas, except for its exploration of major/minor proximity by 

means of 7th progressions.  

The sketches on Kafka, fol. 138r–v (see figure 6.4) complete the trilogy of 1795 

cadenza sources and a comparison of the three sources clarifies their relationships with each 

other. Here range is also explored, with passages reaching e3 and f3, but this time more bass 

line is sketched than previously, with a resulting focus on the lowest notes of the keyboard, 

FF (fol. 138r, staves 9 and 10) and AAb – GG (fol. 138v). 

As stave 1 on fol. 138r and staves 6–7 and 9–10 on fol. 138v show, single, double, and 

triple trills still fulfil their decorative and virtuosic function, creating a more sustained and 

bright tone. They aid modulation by stepwise movement. 

 The fragments on this bifolium are not as clearly related motivically to the movement 

as some sections of Fischhof, fol. 30. Some of the sketches however make the relationships 

between the other two sources more clear. The first line of Kafka, fol. 138r has a 

crotchet/minim E–A sequence under a trill, which also appears on Kafka, fol. 57v (staves 3 

and 4 bar 2) in sequence. The intervals explored on Fischhof, fol. 30r (staves 5–6) all look 

further developed on Kafka, fol. 138v (staves 6 and 7), as their range is expanded over four 

octaves. Kafka, fol. 138v (staves 9–10) also shows another version of the grace notes of 

Fischhof, fol. 30r (staves 7–8), incorporated into the triadic outlining of one of two hand-

crossing passages. 
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Figure 6.4 Kafka, fol. 138r. Transcription from Kerman, Kafka, 2, 36–37. 
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Kafka, fol. 138v. Transcription from Kerman, Kafka, 2, 37. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 158 

 

Kafka, fol. 138 shows a considerable amount of detailed development of passagework. 

Fol. 138r stave 11 shows an extension of Fischhof, fol. 30r stave 11, written out in the bass 

clef. It too is fingered, but slightly differently at the end (as noted above), as Beethoven 

removes the thumb marking from F# and substitutes it with a second finger (see figures 6.3 

and 6.4). 

On Kafka, fol. 138r staves 5–6, 7–8, and 9–10, a passage of triplets begins a 

modulatory run, starting out in the key of Ab, with the first three notes of theme 1 in the left 

hand. On staves 9 and 10 there is a change in character, and the triplets take on a driving 

momentum, directly related to bars 199–202 in the movement. This is taken up in cadenza 

no. 3 of 1809 and extended there into bars 62–73. The purpose there is modulation and 

destabilisation, but at this stage on Kafka, fol. 138r the scheme of the movement is followed, 

and the sketch moves through the cycle of fifths. 

Beethoven has marked the final section of Kafka, fol. 138v, on staves 13 and 14, trois 

cadences. The first section is concerned with contrary-motion and scale passagework in 

sequence and in the style of the movement. When semiquaver triplets appear at the end, the 

momentum increases, and with the addition of a Bb modulation from the tonic begins before 

the sketch breaks off. 

One further source, Kafka fol. 113r is of interest here. It does not contain cadenza 

sketches, but, as the first substantial draft for the first movement with solo figuration it 

provides important information not only about the form of the movement at this early stage, 

but also about the key structure relating to two of the 1809 cadenzas. Sketches on stave 1 

show that the ritornello theme has taken its final form and the tonic-dominant predominance 

is clear. The character of the theme, with its strident crotchet chords and rests, is also taking 

shape. Most important of all however is the appearance of the sudden move to the bIII (Eb), 

with theme 2 in this key. This manoeuvre has already been shown in chapter 5 to be an 
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important part of the structural design of the op. 19 concerto (see sections 5.1.1, 5.1.2, 5.2, 

and 5.3) and the same key relationship for the statement of a new theme will be seen in two 

of the op. 15 cadenzas. On staves 14, 15, and 16 there is solo figuration (one part of which is 

related to bar 382 of the movement) and the four bars of VIIo preparation with hand-crossing 

effects again show Beethoven’s preoccupation with virtuoso figuration. This was not adopted 

into the final version, but demonstrates something of the impressive effect that Beethoven 

was hoping to make with his piano playing at this stage. 

 

 

6. 1. 2 . Sources from 1798–99 

 

Grasnick 1, fol. 2v (figure 6.5) is the only surviving source from 1798. 14  There are 

some links between the sketches on Grasnick 1, and those on Fischhof, fol. 30. It is possible 

that the approaching Prague performances brought about revisions to the text of the concerto, 

but op. 19 was also played in Prague and, curiously, material for these contemporaneous 

performances does not appear on the same leaf.15 

 With the exception of the trill motif, other cadenza material is not shared, but the rising 

motif on staves 1 and 2 does bear some relationship to the stepwise movement developed on 

Fischhof, fol. 30r (stave 16, sketches for the Allegro). There is no corresponding passage to 

this in the final version of the concerto, but in 1798 there may have been. Ascending and 

descending scale patterns, such as the ones on staves 1 and 2 here, do make their way into the 

second cadenza of 1809, although in a much more fluent and less structured rhythmic way. 

                                                
14 For a more detailed discussion of Grasnick 1 in relation to the op. 19 sources, see section 5.1.4. 
15 See Johnson, Fischhof, 1, 357. 
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 Double trills abound as always, swathing the material in a glittery sustained sound. 

The stave 3 sketch begins with the opening octave pattern C–C in the bass clef from theme 1, 

a prevalent figure in nearly all cadenza sketches. Staves 4 and 5 open with a C minor 

 

Figure 6.5. Cadenza sketches on Grasnick 1, fol. 2v. Transcription from Johnson, Fischhof, 2, 64. 

 

 

 

 

 

 

 

 

 

 

 

chordal version of this, which would be developed into the rich harmonic passage of 7ths 

with a greater keyboard range in bars 72–99 of the third 1809 cadenza. 

 

6. 1. 3. Sources from 1800 

 
The 1800 sources show Beethoven’s preparations for the 2 April concert and for the 

publication of op. 15 (see table 6.1). None of them is concerned with the first movement and 

its cadenzas, but there are sketches for the second movement and a cadenza draft for the 

Rondo (see table 6.1). 
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Autograph 12 is the full score of op. 15 and has been assigned to 1800 based on the 

need for the preparation of performance materials for Beethoven’s Akademie at the 

Burgtheater of April 2.16 By December 1800, Beethoven had given the autograph to Mollo for 

publication as this letter to Hoffmeister shows: 

Vienna, December 15, 1800 

A concerto for pianoforte, which it is true, I do not make out to be one of my best; and also another one 
which is be published here by Mollo (I am telling you this so that you may inform the Leipzig 
reviewers), because I am still keeping back the better ones until I myself undertake a journey. At the 
same time it would not disgrace you to engrave this concerto.17 
 

 At least one earlier version of the score must have existed for the performances of 

1795 and 1798, meaning that this new one was either prepared for the 2 April concert, or for 

Mollo the publisher. Although the score contains too many corrections to have been used as 

the Stichvorlage (engraver’s source), the solo part is included complete in the score, not filled 

in later, as was Beethoven’s practice for opp. 19 and 37. This is unusual for Beethoven, and it 

seems unlikely that he would have spent time filling in the solo part before a concert when he 

himself was intending to play the concerto, and therefore this autograph may have been 

completed between April and December, 1800, after the April concert.18 

 

 

6. 1. 4. Sources from 1809 

 

The final sources are the autograph copies of the published cadenzas. HCB Mh 10 is 

the incomplete cadenza (no. 1). The other autographs HCB Mh 11 (no. 2) and HCB Mh 12 

                                                
16 See Cooper, Beethoven, 90, for more detail. 
17 Anderson, Letters, Letter no. 41, 1, 42. 
18 See Johnson, Fischhof, 1, 358–59. 
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(no. 3) belong to the large group of cadenzas that Beethoven wrote in 1809 for all four piano 

concertos and for the piano version of op. 61.19  

The surviving sources for op. 15 show that work on it took place over a more 

concentrated period of time than that of op. 19, beginning in Vienna, so its style was more 

mature. A probable missing sketchbook of 180020 means that if there were revisions for the 

concert of 1800, they have not survived. If, however, op. 15 was substituted at the last minute 

for that concert,21 there may not have been any, with the possible exception of a cadenza (in 

this case for the third movement, see table 6.1), as was Beethoven’s usual practice.22 

The cadenza sketches for op. 15 show more of a preoccupation with keyboard range 

and dynamic effect than those for op. 19. Beethoven’s own piano-playing solutions are 

revealed by the left-hand fingering accompanying the figuration on Kafka, fol. 138r, showing 

either that the sketches had a function other than as simply part of the compositional process, 

or that Beethoven considered the working out of digital fluency part of the compositional 

procedure.  

The next section will explore Beethoven’s attempts to leave the eighteenth-century 

textures of op. 19 behind, and create a greater unity between the movement completed in 

1800 and the 1809 cadenzas. The possibility of the long-range connections illuminating 

motivic relationships between the sketch material and revealing the development process will 

be studied further. The close relationship of these early versions of the motifs and their 

derivations will be examined along with the movement to demonstrate the possible ways in 

which the material could be reworked into the later compositional style of the 1809 cadenzas. 

                                                
19 Johnson dates the handwriting of HCB Mh 11 as sometime after 1800. See Johnson, Fischhof, 1, 359. As Mh 
11 and Mh 12 both share the same call number, “Beeth 50” and “50 Beethoven” respectively, in the hand of the 
Archduke Rudolph’s librarian Baumeister, and were inserted into the same piano part, they presumably went to 
the Archduke in 1809. The fragment Mh 10 which remained in Beethoven’s hands is earlier. See 
http://www.beethoven-haus-bonn.de/sixcmsdetail.php//startseite digitales archiv en (accessed 29 August 2015).  
20 See Johnson, Fischhof, 1, 359. This will be discussed in more detail in the next chapter. 
21 Op. 37 may have been the concerto intended for this concert. See Cooper, Beethoven, 90. 
22 The loss of the 1800 sketchbook means that more cadenza sketches for the first movement may have been 
made and not survived. 
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The analysis of the first movement that follows will also discuss some of the developments in 

Beethoven’s compositional style that led to changes in relationship between the soloist and 

orchestra, ultimately altering the form of the concerto and leading to the demise of the ad 

libitum cadenza. 

 

 

6. 2. Schemes of Thematic and Textual Integration in the First 
Movement 

 

6. 2. 1. Context 

Despite its new pianistic textures this concerto still betrays eighteenth-century roots 

with its key of C major and scoring with trumpets and drums. Works in this genre appear 

throughout Haydn’s career, with a number of his symphonies being conceived in this style,23 

and of Mozart’s four piano concertos in this key, three are scored with these instruments.24 

Op. 15 shares all of the characteristics of the military style associated with this key and 

combination of instruments; the rigidity of the tonal structure in the first tutti, moving from 

tonic to dominant, with its crotchet beats maintaining the military character, gives the 

movement a truly rhythmic vitality. (See the thematic material detailed in figure 6.6.) 

As the following section will demonstrate, perhaps even more so than op. 19, this 

concerto embraces the eighteenth-century idea of a principal theme as the embodiment of a 

central idea.25  

 

 
                                                
23 Nos. 32, 33, 38, and 48 from the 1760s; nos. 41, 50, 56, 60, and 69 from the 1770s; nos. 82 and 90 from the 
1780s; and no. 97 of 1792. See H.C. Robbins Landon, Haydn: Chronicle and Works, 5 vols (Bloomington: 
Indiana University Press and London: Thames & Hudson, 1976–80), 2, 289. 
24 K. 415, K. 467, and K. 503. The exception is K. 246 of 1776. 
25 See Plantinga, Beethoven’s Concertos, 95, for more detail on this point.  
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6. 2. 2. Thematic Material 

 

 The purpose of this section is to demonstrate in concrete terms the relationship 

between the materials of the first movement and those of the cadenzas. 

 There are three principal themes in this movement. As in op. 19, first-subject material 

dominates. Themes 1 and 3 are characterised by crotchet beats and dotted-note figures that 

are part of the military-march style. With its stepwise movement and legato phrasing, theme 

2 is lyrical and contrasting in nature, but the quaver figures are shared by the conclusion of 

the first theme and some staccato articulation is also present. These elements from the first 

Figure 6.6. Thematic material of the first movement. Beethoven Concerto No. 1 in C major for Pianoforte and 
Orchestra op. 15. Urtext. Edited by Jonathan Del Mar (Kassel: Bärenreiter TP 921, 2015). 

 

 

Theme 1 bars 1–4, p. 1. 

 

 

Theme 2 bars 49–52, p. 5. 

 

 

Theme 3 bars 86–89, p. 8.  

 

 

Derivations of theme 3 bars 191–93, p. 18.     Bars 199–200, p. 19. 

 

 

 



 165 

 

theme fulfil Sulzer’s claim that the first subject “of necessity contains the material for the 

development of that principal [sic] idea as well as of the accessory ones”.26 This relationship 

between themes 1 and 2 is an example of the “contrasting derivation”27 that is “a fundamental 

constructive principal in Beethoven’s works: music of widely differing character or affect is 

often related by underlying motivic similarities.”28 This becomes a useful unifying force in an 

abbreviated form such as the cadenza. In the first three concertos Beethoven’s lyrical themes 

demonstrate certain similarities to one another (see figure 6.7).29 These similarities of  

 

Figure 6.7. Theme 2 similarities. 

op. 15 bars 49–52, p. 5. 

 

 

op. 19 bars 128–31, p. 11. 

 

 

op. 37 bars 50–53, p. 4. 

 

 

 

shape and rhythm are carried over into the lyrical theme for the Largo movement of op. 15 as 

well. They are not a feature of the early piano sonatas, or the first two symphonies, and 

therefore unique to the piano concertos, and by extension, the cadenzas. 

                                                
26 Koch, Musikalisches Lexikon; as cited in Dahlhaus, Ludwig van Beethoven, 121. 
27 This term is used by Dahlhaus in Ludwig van Beethoven, 131. 
28 Plantinga, Beethoven’s Concertos, 96. 
29 For further discussion of this point, see Roger Fiske, Beethoven Concertos and Overtures (London: Cox & 
Wyman Ltd, 1970), and Arnold Schmitz, Beethovens “Zwei Principe”: Ihre Bedeutung für Themen- und 
Satzbau (Berlin: F. Dümmler Verlag, 1937), 16. Not only does the resemblance exist between Beethoven’s 
second themes, but Schmitz points out the example of Sterkel’s Sonata VI, first movement, theme 2, and the C 
major version of op. 15 theme 2. Beethoven met Sterkel in 1791. See Forbes, Thayer’s Life of Beethoven, 1, 
103. 
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6. 2. 3. Structure and Harmony 

 

Table 6.2 shows the structure of the first movement. The prevalence of tonic-dominant 

harmony in the opening tutti is remarkable. At bar 46 there is an exclamatory close on the 

dominant G major, and the introduction of a Bb in the second violins moves the tonality to 

the flattened third Eb major. In sequence this then moves to two further unprepared keys, F 

minor and G minor. Until this point, the phrases had been of even four-bar length, but the 

imbalance created by the “extra” bar at bar 47 (where the move to Eb major occurs), and the 

three-bar sequences that follow have a destabilising effect. Moves toward the parallel minor 

are not unusual, but to move to three unprepared keys without modulation is very unusual, 

particularly with the varying phrase lengths. These key relationships are developed in the 

1809 cadenzas, and as sketches on Kafka, fol. 113r–v demonstrated, that move to Eb was 

always part of the long-range plan. The earliest version of this manoevre began as I–IV–V–i 

with a C minor colour at the end (see Kafka 113r, section 6.1.1). This modulation to Eb, with 

its minor tinge, gives the second subject more colour, despite its ties with the military theme 

1. 

The second tutti confirms these relationships and in a manner that is reminiscent of the 

move to the flattened mediant in the first tutti of op. 19. 

The writing in the solo exposition highlights the same harmonic movements in a more 

fleeting manner within a smaller framework. The most remarkable manoeuvre (apart from 

that in tutti 1) is at bar 216, where the brilliance of the piano figuration is interrupted for a 

pianissimo interlude. The outer lines are chromatic, and having moved through E–Db, a cycle 

of fifths leads back to C through the enharmonic keys, heard as the subdominant of G at that 

point. This demonstrates a characteristic of the movement in the extreme: when harmonic 

movement occurs, it is achieved by the addition of flats. The contrasts in op. 15 between the 
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Table 6.2. Harmonic and Thematic Outline of the First Movement of op. 15. 
 
Tutti 1 Exposition 
 
Bar 1  49 56 63 70 73 76 86 99 

Solo exposition 1 
 
106              154         182  184 

Theme 1  2    2/1  3 1 
 

1a Soloist’s own theme 2 3    passagework 

Harmony I bIII iv v i  I 
 

1   V V 

Tutti 2  Solo 2 
 
237            266             292     312 

Tutti 3 Solo 3 
 

Tutti 4  Cadenza  Tutti 4 
 

 346 369 397 452  465  466–71 478 end 
1/2    2         1a/triplet motif 1 2 3 passagework 

 
1/2    3–1 

V             bIII               iv      V/I I    
 

I 
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vigorous thrust of the military themes and the lyricism and major/minor colours with 

the constant movement to “flat” keys marks a new level of expressive design in 

Beethoven’s concerto writing. 

The structural divisions in this movement are emphasized with sudden dynamic 

changes, and the tonic-dominant relationships by drums from within the orchestral 

texture. The work can be seen to lay the ground rules for the premise of conflict 

apparent in the later works for solo instrument and orchestra: eruption and regression, 

brilliancy interrupted by lyricism, exuberant pianism – all characteristics that are built 

upon in the cadenzas. 

 

6. 2. 4. Texture and Innovation 

 

Very simple keyboard figurations abound in this movement, adding a feeling of 

vigour with their abundance of scales and arpeggios. Czerny gives a performance 

direction that sums up the music’s character: 

… the first movement of the present Concerto must be played in a rapid and fiery 
manner, and the passages, which in themselves are not difficult, must acquire the 
appearance of bravura through a brilliant style of playing.30 

 

 Two other kinds of figuration also feature. The first is favoured by Beethoven 

in the 1809 cadenzas – the trilling with melody at bar 186 in the soloist’s version of 

theme 3. This has its origins in the sketches, as has been shown by the examination of 

Fischhof, fol. 30r (where it occurs in the dominant key of G, just as it does in bar 

186). The second is the figuration in the solo part beginning at bars 145 and 360, 

where pitches alternate in one hand, with one pitch remaining stationary and the 

others converging or moving away. This texture was suitable for exploration in the 
                                                
30 Carl Czerny, On the Proper Performance, 103. 
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piano concerto of the early 1800s: the faster repetition made possible by the more 

quickly moving escapement action would have made an impressive feature of these 

passages. In op. 15 the constant repetition of the notes created longer lines of 

sustained sound similar to the effect created by the long lines of continuous trills in 

the sketches (Kafka, fols. 52v; 72v; 138v; and Fischhof, fol. 30r–v). With the 

detached and rather sparse orchestral accompaniment in op. 15, Beethoven achieves a 

distinctive textural contrast that marks out the soloist.  

A further remarkable characteristic of the movement is that the soloist alludes to 

fragments and derivations of theme 1, but never quotes the theme in its entirety, 

beginning at bar 106 with a version of the theme that occurs only for the soloist 

(reminiscent of the corresponding point in op. 19). Beethoven treats theme 3 in the 

same way. The woodwind instruments play it twice in the first and last tuttis, both 

times in the tonic key (at bars 182 and 397), but the piano surrounds it with decorative 

material in the style of a cadenza trill. By contrast, the lyrical second subject is only 

heard in its entirety in the solo part, and all three themes make full appearances in the 

cadenzas for further development. 

There are other innovations. The first is at the end of the two outer solo sections, 

where the soloist trills in sixths with the lower parts in the orchestra, instead of the 

Mozartean close over an Alberti bass. The other is at the end of the second solo 

section, at bar 344, a structural point that Mozart tended to play down.31 Op. 15 is an 

early example of the way in which Beethoven expands this section by making a 

rhetorical gesture at this point. Where Mozart employs textural contrast to effect 

harmonic change at this juncture in the movement, Beethoven goes a step further with 

motivic development as well. The dominant arrival at bar 328 is constantly unsettled 

                                                
31 See the four very different solutions for each of Mozart’s piano concertos in C major, K. 246 bars 
127–133, K. 415 bars 192–199, K. 467 bars 270–74, and K. 503 282–90.  



 170 

 

by the semiquaver bass steps Ab–G. At bar 334 the horns reintroduce the opening 

rhythmic motif in octaves on G, and this alternates with the diminished VII chords in 

the solo part for six bars. The suspense is sustained for a further four bars as the VII 

chords become arpeggiated dominant 7ths interspersed by pairs of crotchets from the 

horns. At bar 344 Beethoven then creates an enormous climax with the fortissimo 

semiquaver scale in octaves. Czerny makes a suggestion for its execution: 

… the return to the principal theme (after the second part) consists again of the octave slide, as 
in the Solo Sonata Op. 53, and small hands may therefore take the run in single notes, but with 
an increased rapidity in order to extend it to eight notes lower.32 

 

 

6. 3. The 1809 Cadenzas for the Piano Concerto no. 1 

 

In his three op. 15 cadenzas Beethoven explored C.P.E. Bach’s principles of 

fantasia writing, extending the form considerably by means of harmonic, rhythmic, 

and textural development. Yet he was able to maintain close structural links to the 

movement, owing to the relationships between the thematic material and the harmonic 

parameters set out in the early stages of composition. 

All three of Beethoven’s published cadenzas for op. 15 can be seen to exploit 

advances in piano technology, whilst remaining closer in style to the text of the 

concerto than the op. 19 cadenza does. The most notable innovation is that of range. 

That covered in this first movement is similar to that of op. 19, FF–f#3.33 The 1809 

                                                
32 Carl Czerny, On the Proper Performance, 103. 
33 In bar 172 Beethoven wrote f, but it has since been reinterpreted as f#, by analogy with the 
recapitulation. In the first edition by Mollo (1801) and the reprint by Simrock it was not thus. 
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cadenzas explore wider ranges, with the second cadenza the most modest at GG–ab3, 

the first at FF#–a3, and the third (the widest) at FF–c4.34 

It is interesting to note that there is no room for either the full statement of 

theme 1 or for the opening solo material of the movement in any of the op. 15 

cadenzas. This motif is reserved for the concerto alone.35 This is the reverse of 

Beethoven’s practice in other cadenzas of saving a motif for development in the 

cadenza alone that had previously appeared only in the orchestral part rather than in 

the solo piano part. 

 The examination of the cadenzas below will explore these issues and reveal 

the compositional relationships and underlying plan. Table 6.3 provides an overview, 

showing the basic harmonic structure of all three cadenzas for the op. 15 concerto. It 

will be seen that although cadenzas nos. 1 and 2 are similar in terms of their outline,  

 

Table 6.3. Harmonic Structures of Beethoven’s Three Cadenzas for the First Movement of op. 15. 
 
Cadenza no. 1 
 
Bar 1 12 20 28 54 57 
 
 

Cadenza no. 2 
 
1 16 17 25 32 

Bass line C Bb Eb F G F C Bb Eb G G 
 

Harmony I bIII IV V IV I  bIII V7 V7 
 

Cadenza no. 3 
 
Bar  1 18 34 101–25 
 
 

 

Bass line C E Db (C#) G 
 

 

Harmony I iii  V 
 

 

 

                                                
34 Kinsky and Halm give 1809 as the date for these cadenzas, based on the keyboard range and style, 
but note that F Kullak dates them to 1807 or 1808, and Max Unger to 1809. Kinsky and Halm, Das 
Werk Beethovens, 36. 
35 See also op. 19. 
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no. 1 (the incomplete cadenza) has more in common with no. 3, on account of  

Beethoven’s employment of fantasia writing with improvisatory flourishes and 

extended progressions of 7th chords. 

 

6. 3. 1. Cadenza no. 1 

 

 This cadenza of 57 bars is incomplete, the music being either lost or 

destroyed, or the attempt perhaps simply abandoned by Beethoven. Figure 6.8 below 

shows the final page of the autograph score.  

 
 

Figure 6.8. The autograph cadenza no. 1 for the first movement of the Concerto in C op. 15. 
Beethoven-Haus Bonn, Sammlung H.C. Bodmer, Mh 10, fol. 2v. 
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Willi Hess holds the first view: 

As the Autograph ends at the bottom of fol. 2V, it may be assumed that the Cadenza 
had been completed and the remainder lost. For this reason, I fell that the description 
“Continuation missing [fehlt]” in Breitkopf & Härtel is more to the point than the 
remark “Breaks off here” (in the new Bonn edition).36 
 
 

Tovey proposes the second view stating that: 
 

Perhaps one reason why Beethoven abandoned his first cadenza was a feeling that 
once he began to pick up loose threads, there would be no end to the task; and that the 
course was to accept the pleasure that the Mozartian Angel of All Art Forms allows to 
those who Really Can Extemporize.37 
 
 

 With this statement Tovey makes reference to one of the two main ideas 

behind the creative impulse for this set of cadenzas. The first is the idea that each of 

these cadenzas can be seen as an expansion of the boundaries of virtuosity. It is 

possible to compare these three cadenzas that have been worked out on a larger scale 

than sketches and discover something of the creative possibilities that enabled two to 

become complete entities, and to explore the possible difficulties that led to the 

potential abandonment of one. 

 The second idea, which is more central to the premise of this study as a whole, 

is that the continuing exploration of textual connections that in this case gave rise to 

three possible extensions of the movement can be seen as an impetus in the creation 

of a cadenza. In an article entitled “A Cadenza for op. 15” Edward T. Cone supports 

this idea and demonstrates it by completing cadenza no. 1: 

In fact my chief motivation has been to make the cadenza clarify an important but 
somewhat obscure formal relationship that might otherwise go unnoticed, at least 
during an actual performance.38 

 

                                                
36 Willy Hess, ed., Sämtliche Kadenzen, foreword, “Erste Kadenz zum ersten Satz des C-dur-Konzertes 
op. 15”. 
37 Tovey, Essays in Musical Analysis, 6 vols (London: Oxford University Press, 1936), 3, Concertos, 
67. 
38 Edward T. Cone, “A cadenza for op. 15”, in Beethoven Essays: Studies in Honor of Elliot Forbes, 
edited by Lewis Lockwood and Phyllis Benjamin (Cambridge MS: Harvard University Press, 1984), 
99–107. 
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Cone cites Beethoven’s own 1809 cadenza to op. 37 as an authority for this strategy, 

comparing the relationship of the opening development of the principal theme in the 

cadenza with the bass line of bar 9 of the text of op. 37.  

Despite the initial exploratory mode, cadenza no. 1 demonstrates a number of 

resemblances to the first tutti of the movement (see table 6.4). The opening bars 

contain the beginning of the theme 1 motif from the tutti 1, (see example 13, Annexe  

 

Table 6.4. Harmonic and Thematic Outline of Cadenza no. 1 for op. 15. 
 
Section 1 
 
Bar 1 6           7 9 11 
 
Theme 1 fantasy material          1  
Harmony I VIIo V7    V7    V7                    i bVI      VIIo 

Bass line C– D – E      (A      D      C)                            Ab          A 
 

12   15 16 20 
3 semiquaver derivation 1 trills        fantasy extension 
V of bIII (Bb major)   upper line movement Bb–A–Ab (V7) 
 
Section 2 
 
20/21  27 34 41 

Section 3 
 
43 47 

2 1 scale and arpeggio passage 
bIII (Eb)  iv v i 
 

V 
G 

Eb                         f             g             c 

53  55 56  
3 triplet derivation  
I  ii IV 
                             d             F 
 

 

 

 

of Musical Examples) and this idea of the partial theme 1 statement followed by 

expansion (the fantasy material) is one that can be traced back to the opening of the 

solo exposition (bars 113–130).  
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 The final dominant chord in this section resolves fleetingly to the tonic minor 

in bar 7 and the underlying chromatic movement in the bass brings the harmony to 

rest on Bb at the presto section in bar 12. This is a larger-scale preparation of the 

dominant of the flattened mediant, which will become the key of the second theme 

material beginning in bar 20, reinforcing the parallel surprising move in bar 49 of the 

opening tutti. As was demonstrated earlier, the sketches of 1795 showed this 

harmonic manoeuvre to be part of the basic construction of the movement (Kafka 

113) and part of a previous cadenza plan (Fischhof 30), and this is the soloist’s 

opportunity to reinforce and develop the orchestra’s original statement. 

In bars 6–15 rapid scale movement together with the harmonic movement in the 

bass builds up the tension, which is then dissipated over the Bb trills, preparing for the 

Tempo I dolce section at bar 20. As table 6.4 shows, the cadenza follows the 

harmonic scheme of the opening tutti section exactly (though with the harmonic 

pacing of the movement halved in the cadenza), moving from F minor to G minor 

with the same sequential modulatory material between the statements of the theme, 

and arriving in the same way at the dominant key at bar 43. If it is true that Beethoven 

abandoned this cadenza, then this section would appear to be one of the reasons for 

this. In closely following the text of the movement at this point, both in terms of 

thematic material and character, Beethoven has limited the potential for development 

early on, and the arrival in the dominant has left nowhere to go. Even the final 

flourishes remain in the tonic key, and the move to include triplets to increase the 

dramatic tension that was used in the concerto itself and becomes such a feature of the 

later cadenzas does not enable the prolongation of the material here. 
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6. 3. 2. Cadenza no. 2 

 

At 32 bars in length, the first of the cadenzas for op. 15 is by far the shortest of 

any written by Beethoven. Covering a range of FF#–a3, it exceeds the range of the 

keyboard at the time of the concerto’s composition (see Appendix III). Where the first 

cadenza indulges in a wealth of diminished and dominant 7ths from its outset, 

achieving its extension with the fantasy material in a similar manner to the third 

cadenza, in cadenza no. 2 (example 14, Annexe of Musical Examples) the thematic 

material is subject to much more straightforward treatment. (See table 6.5 for a 

harmonic and thematic plan.) 

 The theme 2 material at bar 7 is simply stated in a manner reminiscent of 

Mozart, without the harmonic elaboration that occurs between each statement found 

in the first tutti of the movement. The statement is very similar to its treatment in the 

solo part in bar 163 of the movement, and is one of the reasons for the extreme brevity 

of this cadenza compared with the other two. In both of the other cadenzas Beethoven 

elaborates at length on this material, taking the opportunity to develop it. The theme 2 

material does not appear in the solo piano part of the development section of the 

movement, so all three of these cadenzas demonstrate that Beethoven was reserving it 

for extension in the cadenza. In cadenza no. 2, the harmonic movement is slowed to a 

progression over two bars, and in bar 9 there is a move to the tonic providing an 

example of the rational deception described by C.P.E. Bach: 

It is one of the beauties of improvisation to feign modulation to a new key through a 
formal cadence and then move off in a new direction.39 
 

 
 

                                                
39 C.P.E. Bach, Essay, 434. 
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Table 6.5. Harmonic and Thematic Outline of Cadenza no. 2 for op. 15. 

Section 1 
 
Bar 1  7 9 11            13      14          15      16 
Theme1  2  3 semiquaver derivation 
Harmony I ii  I  V7 (G)             I6/4   i             bVI   V7 of bIII 
Bass line C–D–E–F             E              G                                                                        Bb 
Section 2 
 
17 20 22 23 

Section 3 
 
25 27      29   30        32 

3                                                     1                                                         trill 
bIII bv (of Eb)IV          V      modulatory  V7 VIIo       i 6/4    V7 
Eb           Bb           F            G  B             F#              G 
 

 It is a technique frequently encountered in Haydn, a false recapitulation, where 

the listener is led to believe that the second theme statement has arrived but in the 

“wrong” key. Here Beethoven makes use of it to bestow an element of fantasy on his 

written-out form, and it goes on to become a feature of the cadenza, with a dominant 

arrival in bars 11–13, then again in bar 25, and finally in bar 30. 

As in the movement, this cadenza displays a predominance of material 

motivically related to themes 1 and 3, with the only appearance of theme 2 in bars 7–

10 serving almost as a bridge passage to the sequential material that follows. The 

origin of the material in bars 11–16 is the soloist’s theme 3 figuration from bars 446–

48 of the movement. In this part of the concerto the fragmentation is designed to give 

the feeling of onward momentum, and it serves the same purpose in this section of the 

cadenza, pushing through to the surprising arrival in the key of Eb, with a statement 

of theme 3 that has been reserved for this point. Table 6.5 outlines the harmonic 

manoeuvres leading to the reintroduction of theme 1 material at bar 25, in 

combination with V7 and VIIo harmonies and an accelerating harmonic pace drives 

through to the resolution at bar 32. 

 

 



 178 

 

Figure 6.9. The autograph cadenza no. 2 for the first movement of the Concerto in C op. 15. 
Beethoven–Haus Bonn, Sammlung H.C. Bodmer, Mh 11, fol. 2v40 
 
 

 
 

 

An interesting point to note is that the autograph of this cadenza shows the last 

quaver in the bass of bar 24 to be a C (see figure 6.9) when previous Breitkopf & 

Härtel and Bonn editions gave a D. The impact of C as a passing note would be the 

strengthening of the resolution to B natural in the bass in the following bar rather than 

the descending third arpeggiations from D. This has been corrected in recent 

editions.41 

It is possible that the brevity of this cadenza results from its close adherence to 

the text of the first movement. It is not without the characteristic flourishes of virtuoso 
                                                
40 Bars 23–32 in Beethoven Concerto no. 1 in C major for Pianoforte and Orchestra, op. 15, edited by 
Jonathan Del Mar (Basel: Bärenreiter Kassel, 2015), BA 9021, 95. 
41 See Friedhelm Loesti Beethoven: Kadenzen und Eingänge zu Klavierkonzerten (Munich: G Henle 
Verlag, 2013), 3, and Beethoven Concerto no. 1 in C major for Pianoforte and Orchestra, op. 15, 
edited by Jonathan Del Mar (Basel: Bärenreiter Kassel, 2015), BA 9021, 95. 
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decoration, but these are modelled on the figuration of the movement, rather than 

being in the free fantasy style recommended by C.P.E. Bach that Beethoven used in 

the other two cadenzas. It is his only published cadenza that avoids introducing triplet 

figures in the final section to speed up the harmonic motion and drive towards the 

dominant, but that device is unnecessary here, because of the succinct development. 

In this cadenza Beethoven makes a conscious gesture to retain some very tightly knit 

links with the movement, and if the purpose of writing out these cadenzas in 1809 was 

to provide material for Archduke Rudolph,42 his intentions were perhaps didactic. 

 
 
 
6. 3. 3. Cadenza no. 3 
 
 
Figure 6.10. The autograph cadenza no. 3 for the first movement of the Concerto in C op. 15. 
Beethoven-Haus Bonn, Sammlung H.C. Bodmer, Mh 12, fol. 1r. 
 

 
                                                
42 See chapter 1, section 1.3. 
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At 125 bars in length, the third cadenza of this group is the most extensive 

(example 15, Annexe of Musical Examples). This is the cadenza about which Tovey 

wrote: 

… it affords a noble pretext for reviving a neglected early masterpiece which it 
harmoniously lifts to a higher plane of musical thought.43 

 

Tovey’s view is an early articulation of one of the main premises of this thesis. Not 

only did Beethoven have a structural purpose in mind for the cadenza, but the 

completion of the development of the thematic material in a certain way enhanced the 

perception of the work as a whole. 

This cadenza opens with a direct quotation of theme 1 (violin and cello 

counterpoint bars 76–79 of the orchestral exposition see figure 6.11). When this 

passage occurs in the exposition it is the transition that connects the second and third 

themes; here it provides Beethoven with the ideal material to expand the boundaries 

of harmonic possibility at the beginning of the cadenza, in contrast to the tonic-

dominant emphasis of the concerto movement. 

 

Figure 6.11. Bars 76–79 movement 1 op. 15.44 

 

  

                                                
43Tovey, Essays, 3, 65. 
44 Beethoven Concerto no. 1 in C major for Pianoforte and Orchestra, op. 15, edited by Jonathan Del 
Mar (Basel: Bärenreiter Kassel, 2015), BA 9021, 7. 

This suggests that not only could a cadenza have a structural purpose, but also it could 

affect the perception of the material that preceded it.  

 As previously stated, all cadenzas open with the same melodic material 

derived from theme 1. This cadenza opens with a direct quotation from the orchestral 

material of the movement. (See figure 6.5 below). Figure 6.6 below shows the violin  

Figure 6.5. Autograph of Cadenza No. 3 for op. 15. 

 
 

and cello in counterpoint in bars 76-79 of the orchestral exposition, and the opening 

of cadenza no. 3 comes from this.  In the exposition where this passage occurs it is the 

transition which connects the second and third themes, and the freer harmonic 

movement here  

Figure 6.6 
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 A comparison of tables 6.2 and 6.6 shows that the thematic material in this 

cadenza is presented in almost the same order as the movement, and bears a closer 

resemblance to the movement than either of the other cadenzas.  

 Beethoven extends the scope and the range of tonal colour of this cadenza by 

the use of diminished sevenths, inversions, and enharmonic changes adhering to 

C.P.E. Bach’s principles: 

As a means of reaching the most distant keys more quickly and with agreeable suddenness no 
chord is more convenient and fruitful than the seventh chord with a diminished seventh and 
fifth, for by inverting it and changing it enharmonically a great many chordal transformations 
can be attained.45 
 
 

 The elongation of this cadenza with fantasy material is its most distinguishing 

characteristic (see table 6.6) and the one that suggests that it may have been among 

the last of the 1809 set to have been written down. 

 Long-range tonal preparations are a characteristic of this cadenza. Table 6.6 

shows the early appearances of the C#–Db tonality preparing the listener’s ear for the 

arrival of the second subject in Db at the end of bar 34. The connective scale earlier in 

bar 34 is based on Db – a most surprising step for Beethoven: this is the only cadenza 

in which the bridge passage at this point is not based on the dominant of the new key. 

Another feature of this cadenza is that Theme 1 melodic material, with its 

driving four-beat rhythm, is used in a way that is reminiscent of the tutti. The 

disintegration and fragmentation of this rhythm heightens the dramatic expectation 

just before a structural point and is used for the first time in bars 26–34 prior to 

making its greatest effect before the trills in the final section.  

The theme 2 statement is the most complete of any of the three cadenzas, 

combining the statement from the piano exposition in bars 163–66 with the extension 

from the orchestral exposition in bars 63–69. At bar 42 of the cadenza a new  
                                                
45 C.P.E. Bach, Essay, 438. 
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Table 6.6. Harmonic and Thematic Outline for Cadenza no. 3 for op. 15. 
 
Section 1 
 
Bar 1                12                14 17  18 34 
 

Section 2 
 
35/6 43 
 

Theme1               fantasy section                1            fantasy                   1 fantasy 2 

Harmony    I        VIIo                               II  VIIo                  iii        bII 
 

bII          bii 
 

Bass Line   C D E C#                                      D            D#                         E Db         c# 

 
51    52       54        56                58          60                          61 
 
theme 3 triplet derivation theme 3 semiquavers      triplets semiquavers         triplets 
 
                                                                            VIIo                 iii          (V–I interplay)           ii 
                                                                             F#                                   E                                  B–E                          A–D 

63 64 66           71           77     85                      89      91 
   (V)  
V i iv VIIo V7     VIIo        ii      (V7 of V7) 
 G–c                      f              F#          F      E                        F      F# 
Section 3 
99        100                            115                     122                            123                                                  125 
trills     theme 3                    trills/fantasy material/theme 1                                     scales lead to chords 
V (G)     V7                     1 6/3   (G)V7                                   end 
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extension simultaneously rounds this off and prepares for the second statement in C# 

minor. The repetition of a theme in the enharmonic minor key is a technique 

Beethoven uses in the op. 19 cadenza as well. 

As table 6.6 demonstrates, the following section is tightly interwoven with the 

thematic links to the movement, borrowing from the orchestral texture and melodic 

lines. As the rhythmic intensity is increased the diminished 7th accompaniment 

agitates even further with the rhythm adopted from bar 26 of the cadenza. As the 

triplet derivative of theme 3 is introduced in bars 56 and 60 an extended development 

of theme 3 ensues, using the material from bars 199–214 of the movement with 

gradually reducing sequences. This device increases the tension, and is a hallmark not 

only of Beethoven’s other cadenzas, but of his style for this period.46  

At bar 71 a dramatic version of theme 1 arises from the lower register 

harmonised as VIIo/V7 chords. This is a twenty-five-bar section, a considerable 

extension on the one-bar appearance of the material at bar 27 of cadenza no. 2. 

Beethoven uses the VIIo chords to create expansion, then quickly increases the 

harmonic momentum and tension, with only one consonant chord (at bar 89) to 

provide momentary relief. This moment of stability makes the listener aware of the 

coming penultimate dominant (bar 91). The texture thins out and the rhythmic 

patterns are simplified leading to the trilling at bar 99 that provides the bridge 

passage. 

With the reappearance of theme 3 material at bar 100 Beethoven is quoting from 

the solo part in the exposition of the movement (bars 186–90). The fragmentation of 

the semiquaver motif in bars 109–15 of the cadenza makes for a playful beginning to 

the dominant approach, which finally introduces an F natural at bar 107. This time the 

                                                
46 See the first movement of Piano sonata in F op. 54 (1804).  
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passage prevents the feeling of closure by avoiding any prominent arrivals on G. By 

bar 113 the playful contrary-motion motifs are brought together (a technique used in 

op. 19) to increase the sense of urgency, and in bar 115 a long chromatic scale leads 

to the final double then triple trills. These multiple trills so often employed by 

Beethoven in fantasia passages are flanked by a fragment of theme 1 moving between 

the upper and lower voices and forming a dominant 7th. Instead of the expected 

resolution to E however, Beethoven feigns another direction, moving off with a 

succession of first-inversion triads, another trademark of his style. 

The final cadence preparation begins in bar 122 (see table 6.6). This bar 

contains the biggest ascent and descent in the whole cadenza, from c2 to GG. The 

scales that follow emphasise the G, and the return of the orchestra is indicated with 

chords, one of which, in a humorous touch, is piano, without the trill. 

 

 

6. 3. 4. Concluding Remarks 

 

These cadenzas have a number of characteristics in common with one another 

and with the op. 19 cadenza, yet it is the op. 15 cadenzas that mark the beginnings of 

a new compositional technique. Multiple theme development, an extended tonal 

palette, and (in cadenza no. 3) avoidance of early closure on the tonic have extended 

the proportions. These developments are part of a newly emerging expressive style in 

Beethoven’s musical language, and yet their antecedents may be found in the sketch 

material. 

In the first movement of the concerto theme 1 material predominates, and in op. 

15 the principle of contrasting derivation means that all of the themes share 
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characteristics, making closer relationships that can be developed further in the 

cadenza. Of the three cadenzas in this set only no. 2 contains a final trill (though no. 1 

is incomplete), and in cadenza no. 3, as with op. 19, Beethoven again blurs the 

boundaries, as the soloist leads back into the movement with scales and chords. 

Experimentation with the method of transition from the cadenza into the final tutti 

appears on Fischhof, fol. 30r, stave 2, where the final trill is omitted. As with op. 19, 

trilling – a hallmark of Beethoven’s virtuoso style – is employed in each of these 

cadenzas however, as a means of connecting passages, heightening the effect of 

chromaticism in modulation, and expanding the possibilities of achieving a sustained 

sound. These types of trills appear in abundance in the sketches, with Fischhof, fol. 

30r featuring double and triple trills amidst the fragmentation of theme 2, and a single 

trill in the treble accompanying theme 3. The trills on Kafka, fol. 57v heighten the 

chromatic movement either side of them, and bear a resemblance to passages on 

Kafka, fol. 138r and Fischhof, fol. 30r, as described above. Fischhof, fol. 30v and 

Grasnick 1, fol. 2v also demonstrate the use of trilling surrounded by fragmented 

motifs. Whilst these passages in the early sources would have had the effect of 

shimmering brilliance, it is possible that by 1809, (perhaps as a result of the influence 

of C.P.E. Bach’s treatise) Beethoven felt able to replace some of this writing with the 

virtuosic passages that sweep up and down the span of the keyboard. 

Extended keyboard range is explored in the 1809 cadenzas; in the third cadenza 

in particular there are passages of technical complexity and resonance that would not 

have been feasible without an extension to the keyboard’s range. Exploration of the 

upper range in particular was a preoccupation in the sketches, with Fischhof, fol. 30r 

extending to a3. Kafka, fol. 138r has a bass arpeggio beginning on FF in the lower 

range. 
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The first and third cadenzas of 1809 open with a statement of theme 1 in the 

fugato style adding to the impression of pre-composition. This has the same effect as 

op. 19, where imitative entries separate the soloist from the preceding texture, just as 

the soloist’s own theme does at the beginning of the solo exposition. The effect is 

even more marked by the fact that theme 1 had not appeared in the soloist’s part in 

that form in the movement. The sketch material shows that the imitative treatment of 

thematic material was inherent in the design from the earliest stages, with the 

fragmentation of themes across changes of register on Fischhof, fol. 30r–v and Kafka, 

fol. 138v, to the polyphonic treatment of theme 3 on Fischhof, fol. 30r (which is not 

developed in any of the later cadenzas). The fragmentation of motifs and quick 

changes of register seen in the sketches were developed further in the 1809 cadenzas, 

and the success of these techniques in cadenza no. 3 has contributed to its length. 

As with op. 19, the final tutti of the first movement of op. 15 is fairly 

perfunctory, as elements of the coda have been incorporated into the cadenza. 

Fischhof, fol. 30r is an early indicator of Beethoven’s intentions, since the cadenza 

sketch on stave 2 is followed by the marking Schluss (“conclusion”) with a sketch of 

the final tutti following immediately. 

The appearance of the second theme, with its bass line rising a minor third in 

both the op. 19 and op. 15 concertos, is one of Beethoven’s more remarkable 

harmonic features. Sketches for the first movement on Kafka, fol. 113r in the key of 

Eb show that this was part of the plan for op. 15 from the early stages. It may also 

make sense of the theme 2 cadenza sketch on Fischhof, fol. 30r, which is in the 

remote key of Bb major (the dominant of Eb). 

Cadenza no. 3 differs from the other cadenzas discussed so far (although no. 1 

does bear some similarities) in one important matter. The Mozartean model of tonic-
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dominant alternation has been broken, and this cadenza modulates more freely, 

avoiding the tonic-dominant axis until the final section. The number of chromaticisms 

(and resulting accidentals) in all of the sketches discussed above show these early 

intentions. This new type of modulation will dominate the cadenzas for the third and 

fourth piano concertos. 

In the three op. 15 cadenzas Beethoven explored the principles of C.P.E. 

Bach’s fantasia writing, extending the form considerably by means of harmonic, 

rhythmic, and textural development. Yet close structural links to the movement could 

be maintained, owing to the relationships between the thematic material and the 

harmonic parameters set out in the early stages of composition. The sketch material 

for the op. 15 cadenzas is particularly illuminating amongst Beethoven’s cadenza 

sketches, as it offers more information about his experiments with keyboard range and 

his own technical development than any of the other extant cadenza sketches. 
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 Chapter 7 

 

1796 to 1809: Stylistic advances in the Piano Concerto no. 3 in C 
minor, op. 37 

 

As with the earlier piano concertos opp. 15 and 19, the origins of op. 37 at first 

seem rather unclear. Three witnesses attest to the first performance taking place on 5 

April 1803, at Beethoven’s Akademie1: Ferdinand Ries, Beethoven’s student, who 

helped prepare for the concert;2 Ignaz von Seyfried, who turned the pages;3 and Carl 

Czerny, who was in the audience.4  

 The date of composition of op. 37 has always been somewhat difficult to 

discern due to the lack of surviving source material. The recovery and re-examination 

of the autograph in 1977 (missing since the Second World War) 5 revealed a date of 

1803,6 but in “Beethoven and the Double Bar”7, Cooper used the evidence of the form 

of bar lines and system braces to demonstrate that the autograph of op. 37 was 

prepared earlier, probably to be played in Beethoven’s Akademie of 1800, (see table 

3.1) although op. 15 was a last minute substitute. Cooper concluded that the 1803 date 

“on the score must have been added by Beethoven only when making late revisions 

around the time of its premiere that year.”8 The Wielhorsky sketchbook (see section 

4.3) contains sketches made for Christus am Ölberge which was performed in the 

                                                
1 For detail, see chapter 3, table 3.1. 
2 Wegeler and Ries, Remembering Beethoven, 65–66. 
3 Caecilia, 9 [1828], 219–20, as cited by Leon Plantinga in “When did Beethoven Compose His Third 
Piano Concerto?”, The Journal of Musicology, 7, no. 3 (Summer 1989), 275–307. 
4 Carl Czerny, On the Proper Performance, 13. 
5 D-Bsb, Mus. Ms. autogr. Beethoven 14. See Karl-Heinz Köhler, “Return of Treasures to the Deutsche 
Staatsbibliothek”, Fontes Artis Musicae, 26 (1979), 86–87. 
6 See Barry Cooper, Beethoven, 90, and 124–6, and Plantinga, Beethoven’s Concertos, 116–130 for 
more detail.  
7 Barry Cooper, “Beethoven and the Double Bar”, Music & Letters, 88 no. 3 (August 2007), 458–83.  
8 Cooper, “Beethoven and the Double Bar”, 465.  
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concert of 1803, and a sketch for a cadenza for op. 37 indicating that performance was 

imminent. 9 

  

7. 1. The Sources of op. 37: Experimentation with Form and Keyboard 
Range. 

 

 

 Seven surviving sources for op. 37 spanning a period of thirteen years are 

detailed in Table 7.1. Three of these contain cadenza material: Kafka, fol. 155v, H.C. 

Bodmer Mh 71, and Beethoven Ms 26. 

 

 
Table 7.1. Sources for op. 37 
 
Date 1st Movement 2nd Movement 3rd Movement Paper Type Performances 
1796 GB-Lbl SV 

185: fol. 155v 
 
 
D-Bsb SV 31: 
fol. 13r 

  
 
 
GB-Lbl SV 
185:fol. 82r 

II-D12
10

 

 

 
II-B10

11
 

 
II-C15

12
 

 

1801 A-Wgm SV 
263 A 34: 
Kessler fol. 
15r 

  913  

1803 D-BNba SV 
118 HCB Mh 
71 Cadenza 
 
D-Bsb Mus. 
Ms. autogr. 
Beethoven 14 
(score) 

  914 5 April 1803 
Theater-an-der-
Wien 

1809 F-Pn 
Beethoven Ms 
26 Autograph 
score of 
cadenza 

    

 
                                                
9 See Willi Hess, Sämtliche Kadenzen, 7; and Johnson, Fischhof, 1, 390. 
10 See Johnson, Fischhof, 1, 390 for dating discussion. 
11 Ibid. 
12 Ibid. 
13 See Johnson, Tyson, Winter, The Beethoven Sketchbooks, 546. 
14 Ibid, 132.  
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7.1.1. The 1796 Sources 

 

(See table 7.1) 

 

 Kafka, fol. 155v, has been identified as a possible cadenza sketch because of 

the modulatory character of the music, and because it bears a clear relationship to the 

final version. As shown in figure 7.1, it treats theme 1 of the concerto movement in an 

imitative manner. Chromatic movements and major and minor thirds are important, 

but the motif that is at the forefront is the version of theme 1a (see further below),  

 

Figure 7.1. Kafka 155v. Transcription from Kerman, Kafka, 1, 58. 

 

 

 

 

 

 

 

 

characterised by the interval of a 6th, which is first outlined in the tutti in bar 9, but 

later takes centre stage, in the opening of the left hand counterpoint of the 1809 

cadenza (bar 4). 

The other 1796 sources are Kafka, fol. 82r and Fischhof, fol. 13r. These are the 

only two extant sources, other than the full score, that can be associated with the 

concerto itself. Both Fischhof, fol. 13r and Kafka, fol. 82r have been connected15 with 

                                                
15 Johnson, Fischhof, 1, 390. 



 191 

the orchestral entrance following the cadenza in the first movement,16 and bear similar 

inscriptions (see figures 7.2 and 7.3).  

 

Figure 7.2. Sketch for the first movement of op. 37 on Kafka, fol. 82r. Transcription from Kerman, 
Kafka, 1, 58. 

 
 

 

 

  

Both of these sources emphasize the tonic-dominant relationship (as can be seen from 

figure 7.2), even at this early stage of the concerto’s evolution. The dating of the 

paper types (See table 7.1) would suggest that the entry on Kafka, fol. 82r was made 

first, and Johnson supports this idea on the grounds that the entry is simpler and more 

fully written out. He has also noted that these are early ‘concept’ sketches, with the 

key, time signatures, clefs and dynamics not yet supplied.17 

 

Figure 7.3. Sketch for the first movement of op. 37 on Fischhof, fol. 13r. Transcription from Johnson, 
Fischhof, 2, 98. 
 
 
 
 

 

 

 

 

 

 
                                                
16 Neither sketch bears a particularly close relationship to the published version, and the 6/4 indications 
on Kafka, fol. 82r may, in fact, indicate that it was intended as part of the orchestral tutti preceding the 
cadenza. 
17 Ibid., 390. 
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The sketch on Fischhof, fol. 13r indicates that a cadential close with an implied 

traditional V7 may have been the intention at this point. It also confirms that 

Beethoven was indeed thinking of the cadenza at this early stage. The tremolando Fs 

in the next bar, however, imply something other than the usual resolution to the tonic. 

The bass line that follows is similar to bars 426–29 in the first movement. Both of the 

sketches above indicate that Beethoven was planning something different for the end 

of the cadenza. 

 

7. 1. 2. The 1801 Source 

 

The sketch on fol. 15r of the Kessler Sketchbook (staves 3 and 4) consists of a 

short-score draft of bars 330–33 of the first movement.18 This is the first-movement 

transition theme, which appears in Eb in the first tutti (bars 36–39). It appears in g in 

the second tutti, and in c in the solo piano part in the recapitulation. This revision of 

1801 shows Beethoven still working on the distribution of themes between the piano 

and orchestra, possibly considering giving this theme to the orchestra in the 

recapitulation as well at this point.  

 

7. 1. 3. The 1803 Sources 
 

HCB Mh 71 consists of four leaves once belonging to the Wielhorsky 

Sketchbook.19 Fol. 4r contains a sketch of about 20 bars entitled “Cadenza” in 

                                                
18 See Sieghard von Brandenburg, ed., Skizzen und Entwerfe Bd. 5: Kesslersches Skizzenbuch (Bonn: 
Beethovenhaus, 1976, 1978), 1, fol. 15, and 2, 54. See also Hans-Werner Küthen’s discussion in 
Klavierkonzerte I: Kritischer Bericht, Beethovens Werke, 3/2 (Munich: G. Henle Verlag, 1984), 38. 
Also section 4.3 of this study. 
19 See Johnson, Tyson, and Winter, The Beethoven Sketchbooks, 132. See section 4.3 of this study for 
an overview of the source material. 
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Beethoven’s hand. Kinsky referred to this sketch as “a cadenza which has not yet 

been published”,20 but as can be seen from the transcription below, it is more in the 

nature of a draft. 

 This sketch opens with the wealth of trills associated with Beethoven’s style of 

cadenza playing. The striking dominant entry that would follow the 6/4 chord 

immediately reinforces the tonic-dominant axis. Beethoven returns to the imitative 

treatment of theme 1 as first sketched out seven years before on Kafka, fol. 155v, but 

here the upper trills are used to increase the sostenuto quality. After the first few bars, 

containing material from the opening theme group of the concerto, Beethoven has 

sketched in the end, perhaps leaving the development for later. At the end, the last 

chromatic movement foreshadows the final trills moving into the coda.  

 

 Figure 7.4. Cadenza sketch on SV 118: HCB Mh 71, fol. 4r. Transcription from Johnson, Fischhof, 2, 
98. 
 

 

 

 

 

 

 

 

 

 

 

* pp on autograph but does not appear in Johnson’s transcription. 

                                                
20 See Kinsky and Halm, Das Werk Beethovens, 94. 

* 
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Here Beethoven has sketched out a movement up to c4, emphasizing the upper range, 

probably in preparation for the new piano on which he was about to perform.21 With 

their Ab–F–G–C progression, and the rhythmic motif of crotchet, quaver rest, quaver, 

the final few bars confirm their relationship with the bass line of the coda of the 

movement (bars 426–435). 

The remaining source of 1803 is Autograph 14, the score manuscript. Three 

stages of preparation of the autograph can be distinguished by the colours of the ink 

used.22 The final-stage revisions are mainly in the piano part23 and bring the version 

very close to the first edition of 1804. In the first two stages of revision, the highest 

note in the autograph was g3, but in the third stage the piano part extends to c4. The 

first edition also includes passages going to c4 as optional alternatives. It is not known 

what instrument Beethoven played in the April concert. Plantinga offers the scenario 

that Beethoven was planning to use his own piano, but the Érard instrument in 

question did not arrive arrive in time.24 However, other instruments in Vienna with 

this range may have been available to Beethoven,25 and the extension of range to c4 on  

Mh 71, (the cadenza sketch above) must surely have been prompted by the possibility 

of performance. 

 

7. 1. 4. The 1809 Source 

Beethoven Ms 26 is the autograph score of the cadenza that is thought to date 

from 1809 (see table 7.1) when Beethoven wrote out the set of cadenzas for his 

                                                
21 See Rosenblum, Performance Practices, 34–35. 
22 See Plantinga, Beethoven’s Concertos, 125. 
23 These are described as “fleeting” and “private” in an overall “sketchy” piano part by Plantinga in 
Beethoven’s Concertos, 125. 
24 In 1803 Sebastien Érard gave Beethoven a new piano which is now housed in the Kunsthistoriches 
Museum, Vienna. The range of this instrument expanded to c4. It arrived in Vienna August 8, 1803. See 
Plantinga, Beethoven’s Concertos, 128–9.  
25 Haydn had owned a Longman and Broderip instrument since 1795, and an Érard since 1801 both 
extending to c4. Ibid., 129. 
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concertos. This is based on the fact that the watermark is the same as that on the 

autograph of the cadenzas for op. 15 (no. 3), op. 19, and op. 58 (no. 1).26 Ms 26 once 

belonged to the Malherbe Collection.27 It is unusual amongst the 1809 autographs as it 

lacks a title, key signature, and clefs. 

 

7. 1. 5. Long-range Relationships 
 

Few sources remain for the op. 37 concerto, but the ones that do confirm the 

long-range relationships apparent in the 1809 cadenza very strongly and show more 

clearly than the sources for opp. 15 and 19 that these goals were in Beethoven’s mind 

from the earliest point of the cadenza’s conception. Traits that the cadenza sketches 

and the 1809 cadenza have in common are: 

1) the imitative writing that gives a sense of structured working out; 
 

2) the extended use of trills (single, double and quadruple in this case), again 
as connective tissue, as an aid to more sustained playing, and as a virtuoso 
device; 

 
3) much stepwise and chromatic movement (though on staves 3 and 4 of 

Mh71, the V7 on Bb implies a move to the third, possibly for the second 
subject in Eb as it is in the movement, which would have been an 
innovation for Beethoven); 

 
4) and tonic-dominant predominance. 

The innovations include: 

1) exploring the keyboard range to its highest possible note; 

2) and the search for solutions to the integration of the soloist into the coda (as is 
evidenced by Beethoven’s preoccupation with the surrounding text)   

                                                
26 Loesti, Kadenzen, V.  
27 Charles Malherbe (1853–1911), French musicologist and composer. He bequeathed the largest 
collection of Beethoven sketch fragments in existence to the library of the Paris Conservatoire, now 
in the Bibliothèque nationale, Paris. See Lebeau, Elisabeth. “Malherbe, Charles”. Grove Music 
Online. Oxford Music Online. 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/17544; accessed 22 April 2012. 
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Table 7. 2. Harmonic and Thematic Outline of the First Movement of op. 37. 

 

7. 2. Unity of Form and Textual Integration in the First Movement of 
op. 37 

 
 

In contrast to the wealth of thematic material in opp. 15 and 19, the first 

movement of op. 37 is based on two contrasting themes. Table 7.2 shows that theme 

1, and therefore the ‘military’ elements, dominate this movement even more strongly  

than theme 1 in op. 15 does. Theme 1 however can be broken down into a number of 

motivically derived parts, and it is the extended development of these throughout the 

movement that builds the music and ensures it is even more tightly interwoven and 

related than in the previous concertos (see figure 7.5).  

Tutti 1. Exposition 
 
Bar 1  9 17 24 36 50    62 74  85 99 104 
Theme 1a 1b 1c 1d 1e 2 1f  1g 1h 1a 
Harmony i   III modulatory III     I  iv-i-v (F)-v (G) i V7 i 
 
 
Solo 1. Exposition 
 
111 122 131 138 146 160        164 186         190  199 
1a 1b 1c 1d 1e           2 1g  1a            passagework 
i   III (Eb)  VII (Bb) V7 of III (Bb) III  iii 
 
 
Tutti 2. Development Solo 2 
 
227  237 249  257 271 280  295 
1h  1e 1a    1a passagework 
III modulatory  V of V (D) v (G) iv (F) bII (Db)  V 
 
 
Tutti 3. Recapitulation Solo 3. 
 
309   318 334 340 362 375 
1a   1b 1f 2 1g passagework 
i     I  I 
 
 
Tutti 4.                                   Coda. Tutti and solo. 
 
403          406       409        416        cadenza  417-443 
1d                                   1a 
I               iv        V7        i 6/4                  i 
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The opening statement, played by the strings, is built on the outline of the C 

minor triad, with its two 3rds (figure 7.5, theme 1a). Plantinga has made the 

connection between the unprepared minor 9th of the woodwind’s answer, based on the 

dominant, taking the melody line to Ab, and its relationship with the other 

movements,28 (G# features as the prominent third at the top of the first chord of the 

Largo, and as Ab at the opening of the Rondo) but this study extends the focus of that 

relationship to the submediant opening of the 1809 cadenza. 

 

Figure 7.5. Thematic material of the first movement. Beethoven Concerto No. 3 in C minor for 
Pianoforte and Orchestra op. 37. Urtext. Edited by Jonathan Del Mar (Kassel: Bärenreiter TP 923, 
2015). 

 

 

Theme 1a bars 1–4, p. 1. 

 

 

Theme 2 bars 50–53, p. 4.  

 

 

Derivations of theme 1 

1b bars 9–10, p. 1. 

 

 

1c bar 17, p. 2. 

 

 

 

 

 

                                                
28 Plantinga, Beethoven’s Concertos, 136. 
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1d bar 24–26, p. 2. 

 

 

1e bars 26–28, p. 2.  

 

 

 

1f bars 70–73, p. 5. 

 

 

 

1g bars 85–89, p. 6. 

 

 

 

1h bars 98–99, p. 7. 

 

 

 

The diminished 5ths intervals provide a unifying force throughout the movement and 

the cadenza. The only surviving evidence of development of this version of the theme 

amongst the cadenza sketches is the passage on staves 3 and 4 of Mh 71 with the tune 

in thirds in the left hand above a B[b] bass note. The ascent of the right hand imitative 

entry to c4 followed by probable coda material may indicate that this early cadenza 

was incorporating elements of a very symmtrically planned coda.  

At first, there would seem to be a number of similarities between opp. 37 and 15 

– the military feel to the principal theme, with its dotted rhythm and clipped quavers, 

and the first appearance of theme 1 in a tense and quiet manner. The choice of the key 
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of C minor however is far removed from C major in Beethoven’s tonal language.29  

 Beethoven uses contrasting textures to structure the movement, so for example 

the theme 2 material at bar 50 has a woodwind introduction of two bars leading to the 

key of Eb, and the re-entry of the full orchestra at bar 73 marks the new section. The 

opening interplay between the string section and woodwind section is also a feature 

throughout the movement, with blocks of sound and wide dynamic contrasts. 

For the first time in a piano concerto Beethoven has the soloist play theme 1, 

although introductory scales lead to it, in the same way that the other concertos have 

‘soloist only’ material as a lead in. These scales reappear at the end of the coda, 

giving a symmetrical feel.  

The idea of providing a lot of melodic material with a contrasting theme for the 

soloist was not new, but Beethoven’s treatment of the motifs is remarkable. As in the 

earlier concertos they are divided into separate elements, but here they are then 

contrasted against each other (see table 7.2).  

The minor-major interplay of this movement is another characteristic that is 

established quickly at the beginning, with the version of theme 1 that occurs in Eb 

major (1d) at bar 24. Theme 1f at bar 36 provides a Bb major/minor movement that is 

subsequently developed by the soloist. A comparison of tables 6.2 and 7.2 shows that 

opp. 15 and 37 bear some resemblance to each other in terms of their harmonic 

structures, with the movement from C to Eb through F minor and G minor. This is 

because of the major-minor interplay in both works. In opp. 19 and 15, the tonal 

instability of the first tutti however is a feature, and the resolution is the goal. Here, 

however – with the decisive move to Eb in bar 24, the subsequent modulatory section 

that reinforces that key, and then the sudden move to C major/minor at bar 62 – 

                                                
29 For further expansion on this point, see Tovey, Essays in Musical Analysis, 1, Symphonies, 3. 
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Beethoven is questioning the process by which an extended movement is built up.30 

Despite this move, the opening tutti is still more dedicated to the tonic key than any of 

Beethoven’s earlier concertos. 

Table 7.2 shows that the form of the first movement is not unusual, until the 

surprise manoeuvre at the end of the cadenza, where instead of resolving the dominant 

trill to the tonic, Beethoven moves it chromatically up to E and begins the coda with a 

deceptive close on the dominant V7 of IV. The coda is then played out as a long 

plagal cadence, with diminished and dominant 7ths alternating and the motivic 

material becoming increasingly fragmented. An increase in dynamics leads to the 

climax at bar 435 and an outburst of arpeggios and scales from the piano drives 

through to the end. 

The key, the shape of the first theme, and this coda have led to many assertions 

that Beethoven was influenced by Mozart’s concerto K. 491. C minor is an extremely 

unusual key for piano concertos in this period, and K. 491 and op. 37 are the only 

ones surviving.31 An anecdote links these two concertos, reportedly told by Cramer’s 

widow to Thayer when during a performance of Mozart’s concerto K. 491 in the 

Augarten in Vienna Beethoven exclaimed: 

 ‘Cramer, Cramer! We shall never be able to do anything like that!’32 
 

This incident is discussed in detail by Plantinga,33 but the most pertinent problems 

with the anecdote are the facts that there is no record of a concerto by Mozart being 

played in Vienna in 1799,34 and that the C minor concerto was not published until 

                                                
30 Tovey questions this procedure; see idem, Concertos, 3, 99. 
31 See Plantinga, Beethoven’s Concertos, 141. 
32 Forbes, Thayer’s Life of Beethoven, 209. 
33 Plantinga, Beethoven’s Concertos, 141. 
34 See Mary Sue Morrow, Concert Life, 300–303. 
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1800.35 There has been a desire in literature to link the two works. Czerny makes the 

connection stating that: 

Individual traits of the C-minor Concerto of Mozart encourage the presumption that 
Beethoven allowed himself to be influenced by this work.36 

 

There are some innovative similaries between the two concertos.37 Plantinga has 

discussed these38 with reference to the texture of the piano writing in the coda in both 

concertos. However there are important differences to note. Where Mozart’s tutti 

closed in a conventional manner and the soloist re-entered to play in the final coda, 

Beethoven blurs the boundary by merging the penultimate V7 of the cadenza with the 

coda. Where the tonic pedal point indicates a summing up of a movement, Beethoven 

reverses the musical syntax of op. 37 by achieving the opposite, dramatic effect at the 

end of the cadenza, employing the sequence i–vi–ii-v–i three times. Mozart’s coda 

moves i–vi–II6–V7–i three times, but Beethoven accelerates the harmonic rhythm 

with each repetition, increasing the tension with the sense of unease. 

 In both codas the pedal points and harmonic progressions serve identical 

functions. The harmonic progressions, which are marked forte, close in a grand 

manner, and the tonic pedal points, marked piano, achieve a contemplative effect. 

Mozart’s grand affirmation of the tonic followed by the entrance of the piano on the 

pedal point allows the energy of the movement to dissipate. In Beethoven’s op. 37 the 

opposite effect is achieved: there is a drop of dynamic intensity at the conclusion of 

the cadenza, and from the tonic pedal at bar 437 there is a crescendo to the end. Both 

                                                
35 K. 491 was published by André Offenbach with five other Mozart concertos in 1800 (plate no. 1417); 
see O.E. Deutsch, Musikverlags Nummern: eine Auswahl von 40 datierten Listen, 1710–1900 (Berlin: 
Merseburger, 1961), 6. 
36 Anton Reicha, Vollständiges Lehrbuch der musikalischen Composition, 2, pt 3, 334–35. Cited in 
Plantinga, Beethoven’s Concertos, 342. 
37 Although, as Barry Cooper points out, if Beethoven had known of the similarities he may have 
wished to do things differently. See Cooper, Beethoven, 125. 
38 Plantinga, Beethoven’s Concertos, 140–2.  
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composers revel in cadential harmonies, rich with V7s and VIIos, and the tierce de 

Picardie effect of the major/minor subdominant chords. 

Beethoven could not have taken his inspiration for op. 37 from Mozart. Two 

sources, Kafka fol. 82r and Fischhof fol. 13r, demonstrate that important aspects of 

Beethoven’s overall concept relating to the instrumentation and form of the coda had 

already taken shape by the time of the August 1800 publication date of K. 491. The 

foundations for these remarkable innovations detailed above were laid as far back as 

1796, and, as the analysis of the cadenza below will show, brought to fruition in 1809. 

 

7. 3. Consolidation of Innovative Techniques in the 1809 Cadenza for 
op. 37 in C minor 

 
 

The principle of statement and extension of the thematic material is one of the 

building blocks of the first movement of op. 37, and this is carried through into the 

construction of the 1809 cadenza. As was noted above, the motifs and thematic 

material are more tightly unified throughout the first movement of the concerto than 

in previous works, and this also has implications for the cadenza that Beethoven wrote 

in 1809. This cadenza is 60 bars in length, and there are some similarities with the 

other 1809 cadenzas. 

The cadenza is divided into three sections. There is a predominance of theme 1 

material, which results from the high proportion of it in the movement. As table 7.3 

demonstrates, despite the elaborate arpeggiations on VI, tonic material is prevalent to 

begin with, with just one major shift to the dominant key area (bar 19). These tonic-

dominant relationships are characteristic of Beethoven’s early-period writing and 

perhaps betray the early roots of this concerto, apparent also in the sketch material. 
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Table 7.3. Harmonic and Thematic Outline of the cadenza for op. 37. 

 
Section 1 
      
Bar  1 3            15   16 

 
Section 2 

 
18/19 26 28 32 37  

Theme  1a 1f fantasy material  2   Presto triplets 
Harmony VI i6/4         bII               V7 II V7 V V7 i iv v7 
Bass Line Ab       g             Db Cb  BbA       D     G                                     f              G 
 
38 39   40 41 42 43 
    1a/triplets 
i v   i    
c                                                        c             d             Eb          f 
 
Section3 
 
44 46 48 49 50 52        54   55    58             
      double trills  If         triple trill  single trill to coda 
viio i6/4           iv v               v7 
G                          F#          F             Eb           G    

 

 

The theme 2 material appears in the dominant key, which is something that 

Beethoven does in all of his cadenzas, rather than allowing it to appear in the key of 

the movement (in this case Eb or C). By the end of bar 18 in this cadenza, the 

established dominant key is heard as remote (preventing early closure). 

  The expressive marking dolce is used for theme 2, as it is in the cadenzas for 

op. 15 (nos. 1 and 2) to give contrast and a nostalgic feel. In bar 26 here espressivo is 

added to further enhance the effect. 

Trills are used extensively at the end of this cadenza. A cadential trill is 

present, but here it seems to dissipate the tension and drama. It is enormously 

extended, over 12 bars, beginning as an accompaniment to a chromatic scale, 

becoming a double, then a triple trill, with imitation in the two voices either side of it. 

Whilst is seems to disappear at the beginning of bar 58, the notes actually merge into 

the three-part crochet/quaver motif for three bars, then the trill reappears as the 

semitonal ascent above a V7 chord leading into the final tutti. The trill is also used 
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here in the same way that the other cadenzas employ trills, as moments of heightened 

suspension or as a bridge passage between sections (see bar 18). 

A presto triplet section leads the drive to the end, as it does in the cadenzas for 

op. 15 (nos. 1 and 3), and between sections in op. 19. This triplet motif is a 

combination of the thirds from theme 1a and the passagework triplets that figure in 

the movement accompanying statements of theme 1. The tonic-dominant assertion of 

the bass line and timpani from the movement introduced at this point is a new 

component, one that Beethoven often saves for the triplet sections of his cadenzas. In 

op. 15 cadenza no. 1 bars 53–57, and cadenza no. 3 bars 56–70 this device is used, 

although the chordal interjections alternate between the left and right hands. 

 This cadenza also demonstrates some new elements of Beethoven’s style. 

More motivic ideas are developed in the final section. As there is less thematic 

material in the movement, in the cadenza the principal themes are more fragmented, 

thus allowing for further development in a number of varied ways.  

 There are no references to the cadential 6/4 until the conclusion. This is a new 

development for 1809. Mh 71 exhibited early movement to the 6/4. 

 The motif of the rising 6th permeates the structure. Whilst the first appearance 

of theme one proceeding C–E[b]–A[b] can be seen occurred on Kafka 155v of 1796  

(see figure 7.1) this was not developed on the Mh 71 sketch of 1803 (see figure 7.4). 

In the final cadenza of 1809 it has reappeared to become an integral part of the 

texture. 

As all of Beethoven’s cadenzas are roughly contemporary the changes in style 

might be considered to be a response to the differences in style of the later concerto. 

The most major change is that the thematic content of the later concertos (opp. 37 and 

58) has more internal variety allowing for a more varied approach to the development. 
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Mozart’s influence can be seen in the similarities between the contours of the themes, 

and in Beethoven’s choice of accompaniment figures for the second subject (see 

example 17, Annexe of Musical Examples, op. 37 cadenza, bars 18–31, with its 

Alberti-type bass). 

 The breaking up of theme 1 into motivic elements can be seen even more 

clearly with the solo piano texture in the cadenza. The elements of theme 1 that 

Beethoven develops at the opening are the minor and major rising 3rds that from C–

Eb–G become diminished 5ths (D–F–Ab) and then the minor 6th (C–Eb–Ab). The 

opening shares the imitative characteristics of the beginnings of the 1809 cadenzas for 

opp. 15 and 19. The earliest source of 1796 Kafka 155v (figure 7.1) not only shows 

Beethoven’s preoccupation with the progression C–E[b]–A[b], but provides the first 

five bars of the bass line of the 1809 cadenza. Bars 9–13 in the bass line of the sketch 

are then concerned with the descending variant of theme 1as in bars 11–14 of the 

cadenza. The close interplay in the cadenza of the motivic derivations of theme 1 

brings out the semitone relationships inherent in the theme, but also accentuates the 

intervals of major and minor thirds and perfect and diminished fifths explored on 

Kafka 155v.  

 In bar 40 (of the op. 37 cadenza) the left-hand motif from the opening of the 

cadenza (and Kafka 155v) returns, but in retrograde form and in notes of half the 

value, contracting the thematic extension. Bars 32–38 show the same harmonic 

sequence (see table 7.3) that featured in cadenza no. 3 to op. 15 (bars 64–99). 

Cadential elaborations begin on the arrival of the dominant at bar 44. 

The third and final section is an extended elaboration of sevenths. Here again 

Beethoven shows his mastery of C.P.E. Bach’s techniques ( see section 6.3.3). 
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The triplet rhythm continues throughout this section, and the left hand accompanying 

crotchets mirror and invert the intervals from the opening (bars 4–8), an elegant 

symmetrical touch, leading to the final trill. 

There are similarities in bars 52–58 with the final section of the third cadenza to 

op. 15 (bars 115–123). In op. 37 ascending chromatic scales in the left hand support a 

right-hand trill on the second degree in the latter half of a long fantasy bar. This is 

followed by a double trill in the inner voices supporting 1f thematic material in the 

outer voices. This motif is the version of 1f from bars 8–9, but at the opening of the 

cadenza it served to speed up the harmonic rhythm, whereas here it is part of the 

sudden expansion of the musical space over the sustained V7 harmony. The two part 

imitative outer voices are again reminiscent of Kafka 155v, but it is the texture of the 

double trills on Mh 71 with the underlying bass descent that has more textural 

similarity. A passage of parallel 6ths follows in bar 58 of op. 37. In the third cadenza 

to op. 15 the parallel 6ths in bar 121 have no thematic reference and lead to a final 6/4 

chord and the dominant key in two more fantasy bars.  

 Unlike op. 15, these parallel 6ths have several references with the movement, 

where they are introduced in bars 54 and 55 of the orchestral tutti. There is a rhythmic 

similarity with theme 1a, and over the four bars their melodic range moves from Ab to 

D, outlining the diminished 5th that is such a unifying force within this work. The 

cadenza sketches for op. 15 on Kafka, fol. 72v (1795) show a motif that is extremely 

closely related to this (see chapter 6, figure 6.7). These sketches only just predate the 

beginnings of work on op. 37 and are not the only example of a motif amongst 

sketches for one piano concerto resembling another.  The sketches for op. 15 contain a 

rhythmic motif very similar to the opening motif of op. 58. (see figure 6.3 Fischhof 

30r stave 10).  
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Although this cadenza has a number of characteristics in common with the other 

1809 cadenzas Beethoven explores some new ground with the more extensive 

harmonic manoeuvres (see table 7.3 bars 1–17).  

As with the other cadenzas, the theme 2 material appears in the dominant key. 

In this case however the early arrival of the dominant gives it a contextual relationship 

with the coda, as it is heard here as a remote key. This means that the material that 

follows the theme 2 statement shares the purpose of a coda thus blurring the 

boundaries of the movement. From bar 32 onwards its quick modulations through the 

harmonic progressions set up in the movement, iv–V–I in combination with the 

melodic material derived from Kafka 155v provide an intense musical summation 

leading up to the final trill.  

In contrast to the first section of the cadenza, which is more searching in 

character, Beethoven consolidates the tonic-dominant axis. From bar 32 onwards 

there is an increase in the speed of the harmonic changes to increase the dramatic 

tension.  

In the third cadenza to op. 15 the penultimate trill is placed further back, and in 

op. 19 the dominant key is stated at the midpoint, well before the arrival of the 

orchestra, and the trill is omitted. Here the trill is extremely extended and occurs in its 

traditional place, but enables the soloist to join the coda. The prevalence of trill 

sketching on Mh 71 covering all but the last four bars of the sketch show that this 

extension must have been a part of the early plan. 
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Chapter 8 

From 1805 to 1809: The Culmination of a Performing Career as 
exemplified by the Piano Concerto no. 4 in G major, op. 58 

 

  

Introduction 

The G major concerto op. 58 marks a new era in Beethoven’s compositional 

development. Beethoven’s letter to Breitkopf & Härtel dated 3 September 1806 

contains the first mention of the new work: 

I can then send you immediately three violin quartets, a new pianoforte concerto, a 
new symphony, the score of my opera and my oratorio …1 
 
 

The concerto was published in August 1808, by the Kunst und Industrie 

Comptoir in Vienna, before the first public performance, on 22 December that year at 

the Theater an der Wien.2 Beethoven himself gave this performance, and it was his 

final concerto performance in public. 3  This was described by Johann Friedrich 

Reichardt, the composer and writer, as: 

… a new forte-piano concerto of monstrous difficulty, which Beethoven played 
astonishingly well at the fastest possible tempos.4 

 

An event in November 1808 demonstrates that for the first time ever in his 

career Beethoven had in fact not planned to give the first public performance of a 

                                                
1 Anderson, Letters, 1, 152, letter no. 134. See also letter no. 141 to Simrock dated 26 April 1807. 
2 See D.W. Krummel and Stanley Sadie, eds., Music Printing and Publishing, The New Grove 
Handbooks in Music (London: The Macmillan Press Ltd, 1990), 310, and Kinsky and Halm, Das Werk 
Beethovens, 137. 
3 For discussion about the private performance of March 1807 in the household of Prince Lobkowitz 
see Cooper, Beethoven, 165, Hans Werner-Küthen, ed., Klavierkonzerte II: Kritischer Bericht, 
Beethovens Werke, III/3, Preface VI, and Plantinga, Beethoven’s Concertos, 211–12.  
4 Johann Friedrich Reichardt, Vertraute Briefe: geschrieben auf einer Reise nach Wien und den 
Österreichischen Staaten zu Ende des Jahres 1808 und zu Anfang 1809, 2 vols (Amsterdam: Im Kunst-
und Industrie-Comtoir, 1810), 1, 257; translation from Leon Plantinga, Beethoven’s Concertos, 211. 
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work of his, and sought publication of the work first. This account by Ferdinand Ries 

reveals Beethoven’s original intentions: 

One day Beethoven visited me, carrying his fourth Concerto in G major (Opus 58) 
tucked under his arm, and said: ‘Next Saturday you have to play this in the Kärnther-
Thor Theater.’ Only five days remained to practise it. Unluckily I remarked to him 
that the time was too short to learn to play it well; would he not permit me to perform 
the C minor Concerto. Beethoven was annoyed about this, turned on his heels, and 
went to young Stein, whom he did not really like much. Stein was also a pianist, and 
in fact had played longer than I. He was clever enough to accept the suggestion 
immediately. Since he could not finish learning the Concerto either, he went to 
Beethoven the day before the performance and asked, as I had, if he could play the 
other one, in C minor. Beethoven more or less had to give in and agreed to this.5 

 

The event above demonstrates the change in the way in which Beethoven regarded the 

role of the concerto in his life by then. His increased stature as a composer is reflected 

in the fact that he allowed the text to be published before its first public hearing, and 

would consider offering it to another pianist for its first performance.  

 Evidence suggests that Beethoven did not regard the printed text as binding in 

terms of the plans for his 1808 performance. The autograph for this concerto has been 

lost for some time, so all modern editions are based on the first edition. However, a 

copyist’s score survives. This document, A-Wgm, A 82b, contains a number of 

markings in Beethoven’s hand and is associated with preparations for his performance 

of the work in 1808.6 Cooper7 and Plantinga8 provide detailed descriptions of these 

elaborations to the piano part, but the most important point to note for the purposes of 

this study is that they were made after the publication of the first edition. In the 

                                                
5 Wegeler and Ries, Remembering Beethoven, 102–3. Thayer has associated this reminiscence with the 
Tonkünstler-Sozietät concert of 23 December 1808. See Forbes, Thayer’s Life of Beethoven, 1, 450. 
However, although a concerto of Beethoven’s was played that evening, neither pianist nor work are 
specified. See table 3.2 for details. The only concert containing a Beethoven concerto (after the 
completion of op. 58) to take place when both Stein and Ries were in Vienna was that of Tuesday15 
November 1808 in the Bürgtheater. See table 3.2 for details. The discrepancy in venue is probably due 
to a fault in Ries’ memory.  
6 Nottebohm suggested that these revisions could have been either for Beethoven’s own performance or 
to aid another pianist such as Stein. Nottebohm, Zweite Beethoveniana, 74–78. 
7 Barry Cooper, “Beethoven’s Revisions to his Fourth Piano Concerto”. In Performing Beethoven, 
edited by Robin Stowell (Cambridge: Cambridge University Press, 1994), 23–48. 
8 Plantinga, Beethoven’s Concertos, 213–14. 
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original part the highest note of the keyboard writing is c4, but in the additions 

Beethoven explores the keyboard all the way to f4. 9 There are also additions to the 

left-hand figurations, and rubato indications.10 These changes add a greater brilliance 

to the solo part, as the figuration is extended by an octave, notably after the cadenza, 

where the melody is raised an octave and decorated by trills.11 In light of the way in 

which the cadenza sketches for the C minor concerto performance of 1803 show the 

same kinds of range extension (from g3 to the newly available c4) it seems plausible 

that an intended performance always made Beethoven re-evaluate his proposed 

presentation. Beethoven must have become aware that an instrument with the newly 

extended range would be available for the performance. 12 

The sketches in A 82b demonstrate that in this first performance, even after the 

publication of the text, the work can be seen to retain the sense of being an evolving 

entity. Conceived at a different stage in the composer’s development from the other 

concertos, as with all of Beethoven’s concertos, op. 58 exists at two levels, or more 

precisely at two moments – that of publication and the fixed form, and that of public 

performance. It would seem that the order of these two events was not necessarily 

fixed in the composer’s mind, even by 1808. What had changed, however, was the 

way in which he was prepared to let a form of the work become public property 

before his own performance of it. This process of revision shows that thoughts about 

the text of these works did not leave Beethoven’s mind even once publication had 

been achieved, and that has significance for the 1809 cadenzas. 

                                                
9 The extension to d4 in the ossia at bar 300 in modern scores was an addition to the Breitkopf & Härtel 
collected edition of the 1860s. For a detailed discussion of the c4 to f4extension, see Rosenblum, 
Performance Practices, 34–35, and also Newman, “Beethoven’s Piano Versus His Piano Ideals”, 484–
504. 
10 For details, see Plantinga, Beethoven’s Concertos, 214. 
11 For further detail see, Cooper, “Beethoven’s Revisions to his Fourth Piano Concerto”, 23–48. 
12 Beethoven’s own Érard piano of 1803 was 5½ octaves. For more detail see Rosenblum, Performance 
Practices, 42–43. 
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Very few sources in respect of this concerto exist but those that do will be 

examined alongside the outline of the movement and analysis of the three cadenzas of 

1809 to further explore Beethoven’s attempts at a synthesis of form. 

 

 

8. 1. Orpheus: Extra-Musical Associations Proposed for the Second 
Cadenza. 

 

The heightened expressive content of this concerto has led to the ascription of 

extra-musical associations to it. 13  Owen Jander’s study Beethoven’s “Orpheus” 

Concerto raises the possibility that this entire concerto was based on Ovid’s 

Metamorphoses and is not only a “historische Porträt” but also “an autobiographical 

narrative that relies on extensive and elaborate musical symbolic devices and 

references rather than on visual clues or text”.14 It is beyond the scope of this study to 

address this argument, but one issue raised requires further discussion. Jander 

suggests that the reason that Beethoven wrote two cadenzas for this concerto and a 

further one (which he refers to as a “fragment for a third”)15 is because the first 

cadenza has a programmatic content, which, if it were known, some performers would 

find objectionable. Jander sees this first cadenza as a monologue: 

an internal debate–regarding the emotional and “moral” conflicts associated with the 
subject of homosexuality. More than that, I believe that this monologue was 
composed with personal authority since it implies a long history of emotional 
confusion and conflict.16 

 

                                                
13 In his remarks about the second movement of this concerto Czerny refers to “an antique tragic 
scene”; Czerny, On the Proper Performance, 100. In 1859, Marx identified this as the infernal scene in 
Gluck’s Orfeo ed Euridice (act II, scene 1); Adolf Bernhard Marx, Ludwig van Beethoven: Leben und 
Schaffen, 6th edition, 2 vols (Berlin: Otto Janke, 1911), 2, 87–88. 
14 Owen Jander, Beethoven’s “Orpheus” Concerto: the Fourth Piano Concerto in its Cultural Context 
(New York: Pendragon Press, 2011), 184. 
15 Ibid., 95. 
16 Ibid., 102. 
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The second cadenza has written above it “Cadenza (ma senza cadere)” (“Cadenza (but 

without falling)”). According to Jander, the second cadenza offers performers the 

option of a cadenza without programmatic references to Orpheus’s statement “And I 

would sing songs in praise of boys beloved by gods.”17 

 Possible second movement associations and their appeal to the Romantics 

have been discussed in detail,18 but in relation to the cadenza, this writer concurs with 

the view held by Plantinga 19  that when Beethoven’s compositions did have 

programmatic and extra-musical associations, the composer informed his audience.20 

Even if Jander’s argument, that one cadenza has programmatic content and two others 

have therefore been supplied as alternatives, could be upheld, this does not alter the 

fact that all three demonstrate the same close links with the movement. As is apparent 

from the op. 15 cadenzas, this is not the only case of multiple cadenzas from the same 

period, and each of the op. 58 examples shares the sense of structural purpose that the 

1809 cadenzas for the other concertos exhibit. 

 

 
 
 
 
 
 
 
 
 
 
 
 

                                                
17 Ibid., 99. 
18 Plantinga, Beethoven’s Concertos, 189–94. See also Cooper, Beethoven, 157. 
19 Plantinga refers to the second movement. Plantinga, Beethoven’s Concertos, 193. 
20 Despite Jander’s protestations to the contrary; Jander, Beethoven’s “Orpheus” Concerto, 106. 
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8. 2. The Sources of op. 58: Composition in the Short Term and its 
Consequences. 

 
 
 
 
 
Figure 8.1. SV 47: Grasnick 3, fol. 34v, from Mus. ms. autogr. Beethoven, L.v. Reproduced by 
permission of the Staatsbibiothek zu Berlin – Preußischer Kulturbesitz, Musikabteilung mit 
Mendelssohn-Archiv. 
 

 

 

 

There are very few sketches for op. 58, (see table 8.1 below) but surviving 

sources show that the majority of the work was probably completed around 1805–6.21 

The only cadenza sketch is that on Grasnick 3, fol. 34v (see figure 8.1). Three motivic 

elements are developed on this sketch and each of them bears an interesting 

relationship with both the final sections of cadenzas of 1809 and sections of the  

 

                                                
21 Jander suggests that a sketchbook was destroyed by Schindler due to the “various discussions that 
touched on the subject of homosexuality”; Jander, Beethoven’s “Orpheus” Concerto, 196. 
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Table 8.1. Sources for op. 58. 
 
Date 1st Movement 2nd Movement 3rd Movement Paper Type Performances 
1803–4 Pl-Kj SV 60: 

Landsberg 6 the 
“Eroica”sketchbook, 
fol. 148v, staves 
1a/2a 

  1622  

1804 D-Bsb, SV 29: 
Autograph 19E Bl. 
96. Fols. 32–35. 

    

1806 Score B & H     
1807     March Private 

Concert Prince 
Lobkowitz  

1808–09 D-Bsb, SV 64: 
Landsberg 10 
Notierungen F 78 S. 
1, 5–8, 11–16 
 
D-Bsb SV 47: 
Grasnick 3, fol. 34v 
cadenza sketches. 
 
D-Bnba, 
Originalausgabe, 
Bureau des Arts et 
d’Industrie, 592, C 
58/20 
 
A-Wgm A 82b 

  
 
 
 
 
 
 
 
 
 
 
 
 
 
 

2023 
 
 
 
 
 
3624 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
December 22 
Theater-an-der-
Wien 

1809 D-BNba HCB Mh 
14 fols. 1r–8v 
(autograph of a 
first–movement 
cadenza 
 
D-BNba HCB Mh 
15 fols. 1r–3r 
(autograph of a 
first-movement 
cadenza) 
 
D-BNba HCB Mh 
16  folio 1r 
(autograph of a 
first-movement 
cadenza) 
 

 D-BNba 
HCB Mh 17 
folio 1r 
(rondo 
refrain) 
 
D-BNba 
HCB Mh 18 
folio 1r 
(autograph of 
a third-
movement 
cadenza) 
 
D-BNba 
HCB Mh 19 
folios 1r–2r 
(autograph of 
a third-
movement 
cadenza) 
 

  

                                                
22 Johnson, Tyson, Winter, The Beethoven Sketchbooks, 145. 
23 Ibid., 173. 
24 Ibid.,178. 
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 movement of the concerto. On stave 10 the  rhythmic motif of semiquaver and quaver 

chords appears for the first time in fourths (G and D) exploring a three-octave range  

(see figure 8.2).  

 

Figure 8.2. Grasnick fol. 34v Stave 10. Transcriptions in this chapter by the author. 

 

 

 

 The two bars of this motif became the left hand of bars 93–99 of cadenza no. 1 

of 1809.25 Despite a lack of accidentals, this would seem to be the prototype of the 

semitonal left hand movement in both of the later cadenzas. This rhythmic motif has 

two further variants on fol. 34v, on staves 14 and 16. The two pairs of semiquaver 

chords on stave 14, whilst being rhythmically related to the diminutions of bars 28 

and 29 of cadenza no. 1, bear a closer relationship to the appearance of the theme 1 

material at the end of cadenza no. 2, particularly bar 47 with its double trill between 

the imitative voices. Stave 16 concludes the sketch with further chordal variation on 

the final left hand section of cadenza no. 1. 

 Stave 13 contains a mixture of trills and a B–A–G# motif, approached by a 

scalic flourish (see figure 8.3). This is closely related to material in the movement, in 

particular the coda. The B–A–G# semiquaver movement is the final treble figuration 

of cadenza no. 1 (bar 99) leading into the tutti where this passagework recurs in the 

piano part at bars 351–55 and 361–66. In this way the cadenza and coda overlap  

                                                
25 The 2013 G. Henle Verlag Urtext edition Kadenzen und Eingänge zu Klavierkonzerten edited by 
Friedheim Loesti has numbered the cadenzas for this concerto based on the possible date of their 
completion according to modern scholarship. See the Preface, V. For the purpose of this study the 
traditional numbering has been retained for ease of reference with other literature. In Kadenzen und 
Eingänge the numbering is HCB Mh 14, 8, HCB Mh 15, 7, and HCB Mh 16, 6. In this study HCB Mh 
14, 1, HCB Mh 15, 2, HCB Mh 16, 3. 
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Figure 8.3. Grasnick fol. 34v stave 13. 

 

 

 

as Beethoven blurs the boundaries with common material.  

 It must be pointed out here that this material is not only related to the first 

movement. The passagework, trills, and semitonal movement G#–A in the second 

movement bars 55–61 are remarkably similar, as are the trills moving over the two 

octave range in bars 500–7 in the third movement. Each of these passages smooths the 

solo piano into the coda in its respective movement, and in this way an organic unit 

has been created.   

 Stave 15 gives another indication of this preoccupation (see figure 8.4). 

 

Figure 8.4. 

 

 

  

 A figure 6 indicating a 6/4 chord over an Eb precedes a statement of theme 1b (see 

figure 8.5). The flat signs (for B, E, and D) all indicate a submediant statement and 

this is the key in which this theme occurs at bar 80 of cadenza no. 1, and bar 275 of 

the movement. However there is another coda connection. If one looks at bar 99 of 

the cadenza and takes the D of the bass chord and the B of the upper note of the final 

semiquaver pattern, as they resolve in the next bar (to C and A) the harmonic 

progession is the same as the implied harmony of this passage on fol. 34v. With the 
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same melodic material, this is another example of experimentation with cadenza and 

coda boundaries.  

The fol. 34v sketches reveal tantalising glimpses of the compositional process 

without offering as much material as those for the opp. 15, 19, and 37 cadenzas. 

Given the advanced nature of the key relationships, and the fact that these sketches 

explore the piano right up to c4, the sketches have must have been worked out fairly 

close to the first performance. This sketch, and Mh 71 (SV 118) for op. 37 are the 

only extant examples among the materials for Beethoven’s concertos showing 

cadenza sketches that have been written down after the majority of the work on the 

concerto would have been completed. There may of course have been a number of 

other cadenza sketches that have simply not survived. 

 

 

8. 3. Developing a New Style of Virtuosity in the First Movement of op. 
58 

 

The compositional style of this concerto differs considerably from those 

preceding it. Czerny describes the effect it produces in his instruction to players at the 

beginning of his commentary: 

The character of the first movement – which is as beautiful as it is original – is calm, 
simple and agreeable, almost pastoral in style; but the performance of the same is 
considerably difficult, as the Pianoforte part is very closely interwoven with the 
orchestra, and the player must have regard to this nearly in every passage.26 
 

As Czerny implies, op. 58 belongs to a new sound world. The poetic lyricism at the 

heart of this work can also be heard in other works from this period, including the op. 

59 quartets, the ‘Eroica’ Symphony, and the ‘Waldstein’ and ‘Appassionata’ sonatas. 

                                                
26 Czerny, On the Proper Performance, 99. 
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This different sound quality was made possible by the newly expanded range of the 

Viennese piano to six octaves, with its upper range reaching to c4. In addition to the 

extra octave at the top of the range, the character of the sound of this new instrument 

was different. On the earlier five-octave pianos only the top 2½ octaves were triple 

strung, but on the new instrument every note was triple strung, increasing the tension 

and requiring heavier construction. This resulted in both a wider dynamic and tonal 

range. 

 

Figure 8.5. Thematic material of the first movement. Beethoven Concerto No. 4 in G major for 
Pianoforte and Orchestra op. 58. Urtext. Edited by Jonathan Del Mar (Kassel: Bärenreiter TP 924, 
2015)  
 

Theme 1a bars 1–4, p. 1. 

 

 

 

Theme 1b bars 50–51, p. 5. 

 

 

 

 

 

Theme 2 bars 29–32, p. 3. 

 

 

 

Theme 3 bars 119–122, pp. 13–14. 
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 Two elements of structural significance in Beethoven’s previous concertos are 

also present in op. 58: contrasting derivation of thematic material, and the soloist’s 

participation in the coda. Five further compositional elements characterise the first 

movement of this concerto, and are of significance in the cadenzas. 

 The first of these is the distribution of the thematic material. (See figure 8.5) 

As table 8.2 reveals, the solo instrument begins this concerto. The closest predecessor 

is Mozart’s concerto in Eb, K. 271, (see chapter 2). However, Beethoven’s treatment 

of the soloist/orchestra relationship and the distribution of material differs from that of 

Mozart. He dramatically alters the role of the soloist by casting the pianist as 

protagonist, thereby raising the issue of the individual versus the group that is 

addressed further in the second movement.27 Whilst the device of setting the piano 

apart from the orchestral material, by allowing the soloist to make the opening 

statement, sets the scene for the introduction of new thematic material in previously 

unusual places (such as at the beginning of the solo exposition, and in the theme 2 

area), Beethoven counterbalances this by integrating the thematic material between 

the soloist and orchestra more tightly, intensifying the work’s organicity. In a reversal 

of his practice in previous concertos of introducing a theme exclusive to the soloist, in 

this concerto at bar 286 Beethoven introduces a new motif for the orchestra in the 

military style, on which the piano merely comments rather than leads. 

 The second innovation can be seen in the exploration of the warmth and 

differences in range of the newly possible tone colours. The soloist’s opening G major 

chord, with its close position, doublings, and p dolce marking, makes maximal use of 

the new richness of the nineteenth-century piano. To herald the recapitulation (bar 

                                                
27 This goes beyond the scope of this study, but Plantinga discusses it in Beethoven’s Concertos, 185–
94; Jander elaborates even further in Beethoven’s “Orpheus” Concerto, 25–49. 
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253), Beethoven has transformed this theme 1 statement into a fortissimo declaration 

by the soloist. This point of harmonic stability is normally marked by the orchestra  

 

Table 8.2. Harmonic and Thematic Outline of the First Movement of op. 58. 

Solo Tutti I  Exposition 
 
Bar 1    6   29  40  50 55 68 
Theme 1a  2  1a  1b 
Harmony I III-I  ii-vi IV-iii I      vii-iii modulatory V7 I codetta 
 
 
Solo I 74 89 105 119 134   157     
Soloist’s theme 1a  3 2   1b 
V/I  I bIII V V-ii bVII-vi IV-iii V7 (of D) 
 
 
Tutti 2 Development   Solo 2 
 
174 180 188  192   214  239 
  Codetta  soloist’s theme    fugato 1a 
V7 (of D)   V/bVII modulatory #iv modulatory I 
 
 
Tutti 3 
 
251 

 
Solo 3 Recapitulation 
 
253  275  286 301  324 

 1a    3 2  1b 
vi-IV-I6/4-V7 
 
 

I modulatory bVI modulatory I i-v bIII-ii bVII-vi V7-I 
 
 

 
Tutti 4          cadenza     Solo 
 
341   345  346      347       356     370 
      Codetta            End 
V7-I  IV    I6/4            V7         I 

 

 

after the soloist’s dominance in the development section, but by allowing the soloist 

to take the statement here, Beethoven makes a formal change to the structure, echoing 

the symmetry of the opening. 

 The extreme levels of dynamic contrast are correlated throughout this work 

with developments in motivic and sectional changes. An example of this is the sudden 

move in bar 28 for the first statement of the contrasting theme in bar 29 (V–v–ii see 
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table 8.2). An enormous dynamic contrast from ff to pp is also invoked to effect the 

change in colour required. It is at this point that Beethoven demonstrates his ability to 

create a moment of remarkable dramatic intensity through the unprecedented 

emphasis on the open-ended character of the first theme group.28 Charles Rosen points 

out the way in which “with this fundamental triad … Beethoven attains his most 

remarkable and characteristic effects. At one point in the G major Piano Concerto, he 

achieves the seemingly impossible with it, and turns this most consonant of chords … 

into a dissonance.”29 The way in which the tonic is treated as a point of departure in 

bar 27 is the most marked of the syntactical moments that prepare the listener for the 

extension of the form at the final cadential 6/4. 

 The final innovation is the greater freedom of harmonic movement (see table 

8.2). There is still a predominance of theme 1 material reinforcing the tonic key and 

making tutti 1 the most stable of any of Beethoven’s concertos to date, however the 

open ended character of the thematic material has created more modulatory freedom. 

The tonal ambiguities apparent from the start then have the effect of shifting more 

weight to the resolution of the coda. This is a tendency that can be identified in other 

works of the period, particularly the symphonies, such as ‘Eroica’ of 1804. The coda’s 

function thereby becomes twofold: it provides more tonic-stabilizing material, 

necessary because of the magnitude of the tonal and rhythmic departures present from 

the middle of the exposition through to the development, and resolves the rhythmic 

tension. Beethoven’s innovation in this concerto is to use the destabilizing forces of 

his new symphonic style to place more of an expectation of integrated resolution on 

the cadenza. By its very nature, the cadenza cannot be seen as a stabilizing harmonic 

                                                
28 For further discussion of the ways in which Beethoven uses the tonic-dominant axis in works other 
than the piano concertos, see Scott Burnham, Beethoven Hero, 39. 
29 Charles Rosen, The Classical Style, 387. 
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element, at least until its final drive towards the inevitable V7, but by using it to 

rework the elements of rhythmic and tonal instability present in the movement, 

Beethoven is able to achieve a more organic unity in the overall form. 

Each of Beethoven’s piano concertos has shown itself to be innovative, 

responding to the instrument of its day, but with this fourth piano concerto, the 

textural experimentations and expressive content have taken the genre to another 

level. The proximity of the 1809 cadenzas to the completion date of this concerto 

meant that Beethoven was able to explore the increased possibilities of the range of 

the instrument in similar ways. It now remains to be seen whether Beethoven was able 

to retain the thematic and harmonic unity in the three cadenzas he provided, and 

whether the sketch material shows that this was his intention. 

 

 

 
8. 4.  Three Cadenzas of 1809: The Final Exploration of Context and 

Consolidation 
 
 
 

 
8. 4. 1. Cadenza no. 1, op. 58 
 
 
 

This cadenza shares some stylistic similarities with those for the concertos 

preceding op. 58 and these will be described below, but it also contains two unusual 

elements unique to this cadenza, both of which are related to Beethoven’s method of 

motivic development.  
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Figure 8.6. The autograph cadenza no. 1 for the first movement of the Concerto in G op. 58. 
Beethoven-Haus Bonn, Sammling H.C.Bodmer. Mh 14, fol. 1r. 
 

 
 

 

The first is the choice of the 6/8 metre, which appears somewhat surprising. 

This is the first time that Beethoven has changed the metre of the movement (in this 

case common time) to begin a cadenza, but the foundations for this were laid right 

back in the opening at bar 29, with the triplets in the viola part accompanying theme 

2, which imply a 12/8 metre. The constant changes in metre are one of the most 

dramatic features of this cadenza, and they occur in conjunction with passages of 

motivic development (see table 8.3).  

 The second element unique to this cadenza (see table 8.3) is that whilst the 

other cadenzas present motifs from the concerto in separate sections this one shows 

some simultaneous development, particulary of theme 1a and 2 material (as described 

below). 
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Table 8.3. Harmonic and Thematic Outline of Cadenza no. 1 for op. 58. 

 
Section 1 
 
Bar   1   3 5 7 9 11 12  
Theme   1a/2 
Metre 6/8 triplets 
Harmony I   ii III vi IV I ii  
 
13  15  18  20      

   Fantasy material      
VIIo (C#) V7 (of IV) C V7 (C)  V7 of IV of IV (F)  
 
Section 2 
 
20/21  32  34 
Theme 3  Fantasy material 
4/4 
bIII    V7 of bIII       
 
Section 3 
 
35 39 43 45 47 49 51 52 53   
1a/2 
6/8 triplets 
V7 of I i  V7 i V7 i V7      V7     V7 of IV of IV(F)  
 
54   55 56     65  69 75 76 77  
 
      4/4 6/8 4/4 
V7 of bIII bIII V7 of bIII  V  (V7) bii       bVI     
Bass Line                              Eb 
 
 
80  84 86 92  99       
1b  1a 1b Fantasy/trills 
 
V7 of bVI  V7of I V7 - i i 6/4  V7 of I 
 
 

 

At 99 bars in length, cadenza no. 1 is approximately equal to one third of the 

370–bar–long movement. It opens in an imitative manner (see chapters 5–7 for 

previous examples). Theme 1a material is developed in conjunction with the 

accompanying figure originally from theme 2 (the triplet motif). In this case, 

however, the imitation has been foreshadowed by the treatment of the theme in bars  
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14–18 in the first tutti. The harmonic progression resulting from the imitation in bars 

1–5 consists of a sequence of falling 4ths in the bass (G–D–A–E–B); the modal 

quality in this plagal relationship is present throughout the orchestral exposition (for 

instance, bars 27–31). It appears in several guises in the body of the cadenza, for 

example in bars 11 and 12, and is carried over into the bass modulation in bars 62–66. 

Even the sequence of the major–major–minor–minor–major harmonies is preserved. 

Theme 1a is predominant in the cadenza with its semitonal units broken into 

three derivative motifs to allow for further development: (1) G–F#, (2) F#–G, and (3) 

G#–A. In the canonic opening Beethoven combines motifs 1 and 3. The modal 

character of the fourths is preserved by the alteration of the semitone to a tone in bar 3  

in the inner voices to keep the major/minor pattern, and this continues throughout the 

sequence in bars 7–10, resulting in a number of suspensions. 

 The intervallic relations of this cadenza have their genesis in the fragments 

Grasnick fol. 34v. The opening section of the cadenza is filled with ascending and 

descending thirds in the upper part, but these are supported by the bass line semitone 

movement and the inner parts preserve the modal character of the fourths sketched on 

stave 10.  

  The subsidiary theme selected for the second section of the cadenza (see table 

8.3) is theme 3 rather than theme 2. As it develops it is accompanied by an Alberti 

bass, perhaps showing the influence of Mozart (who tended to avoid using theme 2 

material in the cadenza). In op. 19 Beethoven avoided using the second subject. In 

this cadenza he had already combined the driving rhythmic element of the 

accompaniment with the shape of theme 1 in the imitative opening.  

The dolce marking in bar 20 is one of only two expressive markings (apart from 

dynamics) in this cadenza. The theme 1b development at bar 80 is marked p dolce, 
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and both are thirteen bar sections in common time leading to 6/4 chords following a 

fermata. Dynamic markings are not as extreme as in the movement and Beethoven 

also avoids using the full range of the piano that was available to him (only reaching 

to Bb4 ) but these two passages provide contrast and repose from the virtuosic sections 

surrounding them. 

The move to the bIII for the subsidiary theme development is familiar territory 

for Beethoven, although there is no evidence of this plan on fol. 34v. The passage in 

the cadenza is very closely related to bars 119–22 in the exposition of the movement, 

with its flash of submediant tonality which can be seen on stave 15 of fol. 34v. 

In the third section, the theme 1a material is again combined with the triplet 

rhythmic motif of theme 2. Arpeggiations and scales create a smooth passage to 

theme 3 at bar 80.  

The sketches on Grasnick fol. 34v serve to demonstrate that Beethoven’s 

preoccupation before his 1808 performance was primarily with the final section of 

this cadenza and the elision with the coda. The appearance of theme 1b at bar 80 may 

initially seem surprising, a semitone above its original appearance as the dominant in 

G major, but as stave 15 of fol. 34v has revealed it was always part of Beethoven’s 

plan. The prolongation of Eb from bar 65, functioning as chord VI in the key of G 

minor (which is reached by bar 91), has been made possible by the emphasis given to 

the key of Bb (bar 20) and once the Bb reappears in bar 87 it signals the fact that the 

tonic arrival will be in the minor key. Underneath the Bb–A trill of bar 92 the 4ths 

(from stave 10 fol. 34v) are worked out, alternating here with diminished 5ths, and in 

the final bar (99) the descending shape out of the trill resolves into the B–A–G# 

pattern to lead into the coda. 
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8. 4. 2. Cadenza no. 2, op. 58 

 

At 51 bars, this cadenza is half the length of cadenza no. 1. Just like the short 

cadenza no. 2 for op. 15, this cadenza has similar structural traits to its larger 

counterpart, but little embellishment, giving it some eighteenth-century characteristics 

as well. It bears no resemblance to the sketch material on Grasnick fol. 34v. The 

relationships to be discussed below all derive from the movement and the elements in 

common with cadenza no. 1.  

 

 

Table 8.4. Harmonic and Thematic Outline of Cadenza no. 2 for op. 58. 

 
Section 1 
 
Bar 1  3 6 16 17 18 27 28 30 
Theme  1a        1a triplets 
Metre 4/4  2/4      4/4 
Harmony I  bII iv bII (Ab) bvii (F) bV (Db) V7 of V V II 
 
Section 2 
 
33  36 

 
Section 3 
 
37 40  43  

Theme 1a Fantasy material leading to trills Theme 1a/double trills 
VIIo (B#) vii    #iv (C#)         V7 of D (A)  V7 of (D) 

 
44  48 51 
   Lead to coda 
V7/VIIo D-Eb V7  
 
 

As table 8.4 demonstrates, the brevity of this cadenza stems mainly from the fact 

that it only develops theme 1 material, interspersed with some fantasy bars and  

passagework. It is the only cadenza of the three to make reference to the solo opening 

of the concerto (bar 33). 
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The appearance of the supertonic at a major structural point (bar 30) 

demonstrates a fairly ambitious harmonic scheme for this cadenza, and as before 

Beethoven achieves this manoeuvre by way of enharmonic and semitonal 

relationships. The means of travel between Ab and A provides the springboard for the 

fantasy wanderings and the instability that characterizes the first cadenza. This is all 

set up in the initial imitative opening, where the use of Eb in the right hand in 

combination with the bass movement G–Ab creates a new tonal centre. 

There is one more point in this cadenza where A has a highlighted moment, 

beginning at bar 40. At the end of bar 39 there is a resolution by semitone to the V7 

on E, effecting a modulation to A. Table 8.3 shows where the supertonic A is 

transformed into A the V7 (of D). There is a remarkable difference here between 

cadenza no. 1 and 2 in the way that Beethoven effects the transformation into the 

coda. In this cadenza with its major key Beethoven exploits a dramatic contrast 

between the p dolce marking at bar 40 to the crescendo leading to ff and sf in bar 51 

(the coda).  

There are metre changes (see table 8.4) just as in cadenza no. 1. The tempo and 

dynamic changes throughout cadenza no. 2 seem far more extreme. As in other 

cadenzas (no. 3 to op. 15, op. 37, and no. 1 to op. 58), double trills are a feature, and 

this one integrates theme 1a material within the final double trills in bars 36–51.  

The cadenza is sectionalised by the three markedly contrasting treatments of 

theme 1 material. The opening fugal statement, which is rather angular and detached, 

is transformed within the space of two bars by the key change to a flattened 

supertonic statement of a softer and more legato character. In turn the opening 

statement, as it appears at the beginning of section 2, is chordal in texture (as in the 

concerto) and marked dolce. The final reappearance of theme 1 material in section 3 
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is fragmented and has a dreamy character on account of the double trills. Each section 

is developed by fragmentation and connected by the expansion of the fantasy bars – 

techniques that have been exploited in the other 1809 cadenzas and for which the 

evidence of sketch material preparation survives. 

 

 

8. 4. 3. Cadenza no. 3, op. 58 

 

 This cadenza is 11 bars in length (see figure 8.7 and example 20). After the 

large-scale developments seen in three of the 1809 cadenzas, one must ask what the 

purpose of such a short cadenza could be. It has already been argued that Beethoven 

was not planning to give the first public performance of this concerto himself, so 

perhaps he did write it out for someone else, although in view of the technical 

difficulties of the concerto, it seems an unlikely solution. The brevity and simplicity 

must therefore have another purpose. The structural developments that Beethoven was 

making with the movement, and the ways in which he was attempting to fuse the form 

make it possible to view this cadenza as a means of bridging the gap between the 6/4 

and the final tutti with the briefest of interruptions – one way of achieving an organic 

form. 

With its lack of second theme group development, the cadenza no. 3 harks back 

to eighteenth-century compositional practice. Indeed, this cadenza contains a number 

of features that make it more Mozartian in style than its counterparts. Its brevity and 

lack of motivic development make it very like Eingänge in style. 

 Triplet semiquavers that outline the tonic triad and lead to swathes of scale 
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Figure 8.7. The autograph cadenza no. 3 for the first movement of the Concerto in G op. 58. 
Beethoven-Haus, Bonn, Sammlung H.C.Bodmer, Mh 16, fol. 1r. 
 

 

 

 

patterns in the first extended bar. Bars 2, 3, and 4 contain sequential material, with the 

opening 1a motif in the right hand and an Alberti bass accompaniment. After moving 

up by tone and semitone in each bar, one diminished 7th effects the return to the tonic 

key for a bar before progression to the minor submediant. A further bar of diminished 

7th elaboration leads to the introduction of D in the bass with semiquaver triplets 

descending down a G major scale. A 6/4 arpeggiation takes the movement upwards 

again and Beethoven reaches a high point of g3 with a brief outline of chord IV before 

beginning the cadential trill on A in the right hand, and ascending to the double trill 

point C in the left hand. 
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It is possible that this is a slightly earlier cadenza than the others for this 

concerto, but its upper keyboard range, although not reaching the heights of c4, still 

places it no earlier than the time that Beethoven was writing op. 37 (1803). It is a pity 

that the lack of surviving sketch material for op. 58 means that this cadenza cannot be 

placed with any certainty within the evolution of the first movement, because 

otherwise it might have been possible to demonstrate that this is a (quite clearly 

written out) prototype for the later cadenzas, in the same way that Beethoven Ms 70r 

could have been for op. 19, and HCB Mh 71 for op. 37. It could also be viewed as 

Beethoven’s attempt to do away with any interruption to the texture of the work, and 

its whole point is its extreme brevity, connecting the tutti sections as quickly as 

possible – a precursor of op. 73. 

With three first-movement cadenzas for op. 58 it is tempting to speculate on 

their purpose. If they were written for Archduke Rudolph then the didactic purpose 

may even have been twofold; both as compositional tutorial and performance 

material.  

Despite some differences in style the cadenzas to op. 58 demonstrate a common 

approach and can be seen to exemplify five points that are central to this study: 

 

1) The display of virtuoso technique. 

2) Expansion of the text, either by extending the themes, or by translating the 
orchestral material to the piano part. 
 
3) Repetition of the text to confirm interpretive perceptions. 
 
4) Enhancement of dramatic impact through expressivity and the expanded range 
of the keyboard, with all the resulting extended possibilities. 
 
5) Compositional features in common with the other 1809 cadenzas that make 
them an integral structural element of the concerto. 
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Beethoven demonstrates his mastery of motivic development and reveals important 

structural relationships that were not fully developed in the movement.  

The sketches on Grasnick fol. 34v demonstrate close links with the movement 

and with cadenza no. 1 in particular, an indication that in that first performance of 

1808 Beethoven may have played something very similar to the first cadenza of 1809. 

They also reveal that an important link between each movement exists with common 

material at the same structural point – a sign of what was to come in op. 73. 

Beethoven’s compositional techniques have been examined alongside the sketch 

materials in the preceding chapters to analyze his procedure and to see how he arrived 

at the first-movement unity achieved in the final piano concerto, op. 73. It is now time 

to examine the cadenzas of some of Beethoven’s pupils and colleagues to see how 

they chose to follow his path. 

 



 233 

Chapter 9 
 
 

Traditions of Practice: Cadenzas for Beethoven’s Piano Concertos 
by Czerny, Liszt, Moscheles, Clara Schumann, and Brahms 
 

 

Introduction 

Beethoven’s cadenzas fall into two groups: the early sketches dating to about 

1793–1803 made for his own performances, and the cadenzas completed in 1809 with 

the Grasnick 3 sketch for op. 58 just preceeding these. As none of these was published 

until 1864, when the 1809 selection first appeared in print, it was necessary for 

performers to use their own. The appearance of the 1864 Leipzig complete edition not 

only led some soloists to use Beethoven’s own cadenzas, but also provoked others to 

compose cadenzas in a style appropriate to Beethoven’s idiom.1 However, evidence 

shows that some pianists knew Beethoven’s cadenzas before this point. In 1857, the 

pianist Ernst Pauer made an appearance in Leipzig, an event which was recorded by 

Moscheles: 

An important appearance. He bears a light touch in his fingers and a conviviality on 
his forehead … He unfurls in Beethoven’s Concerto in G his whole technique, and it 
was especially interesting to me to see that Pauer, as well as I, is in possession of 
Beethoven’s sketches to the cadenzas of this concerto. Haslinger, who never wanted 
to publish them, loaned them to me, and as I now see – also to Pauer – to transcribe. I 
found them not to be in the same rank as the great concerto and therefore I didn’t use 
them. Pauer played one, without having made much of an effect, for nobody asked by 
whom it was. It does not have the Beethoven impetus.2 

 

This diary entry raises several interesting points. 

                                                
1 This claim is also made by Willi Hess in Hess, Sämtliche Kadenzen, iv. 
2 Emil F. Smidak, Isaak-Ignaz Moscheles: The Life of the Composer and his Encounters with 
Beethoven, Liszt, and Mendelssohn (Aldershot: Scholar Press, 1989), 185. 
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1) Moscheles refers to these cadenzas as sketches to the cadenzas. Were they 
considered to be incomplete? 
 
2) Haslinger lent these sketches out to pianists for them to transcribe. 
 
3) Haslinger did not wish to publish Beethoven’s cadenzas. 
 
4) Moscheles did not rate them and therefore did not use them. 
 
5) Moscheles expected people to ask who had composed the cadenza rather than to 
assume that Pauer improvised it. 
 
6) Moscheles states that it does not have the ‘Beethoven impetus’. 

 

Haslinger clearly did lend the cadenza autographs for transcription. The 

library of the Royal College of Music, London, contains a set of cadenzas by 

Beethoven for op. 58 in the hand of the Viennese pianist Josef Fischhof.3 The single 

first-movement cadenza is cadenza no. 24, and the volume also contains both of 

Beethoven’s cadenzas for the finale. The title page reads: 

Cadenzen zu Beethoven’s Concert in G dur genau nach dem Originale copiert u(nd) zwar 
zum ausschließlichen Gebrauche für Herrn Ernst Pauer von dem ihn u(nd) Capellm(eister) 
Lachner freundlich grüßenden Prof(essor) Fischhof  

(‘Cadenzas to Beethoven’s Concerto in G major copied precisely from the original and 
indeed for the exclusive use of Herr Ernst Pauer by Professor Fischhof, who sends friendly 
greetings to him and Kapellmeister Lachner’)5 

 
It has not been noticed before that the cadenza performed in 1857 to which 

Moscheles referred was the second of Beethoven’s cadenzas for op. 58 – the cadenza 

that often takes critics by surprise – and that the copy in the RCM library was the one 

                                                
3 RCM Ms 37. 
4 See Annexe of Musical Examples, 37. 
5 Translation by Dr Eckart Marchand. The provenance note on the Royal College Library catalogue 
says that Pauer presented this volume to the library. 
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that Pauer used, made for him by Fischhof in Vienna, and sent to England for him to 

study. 

No other recorded evidence of Haslinger not wanting to publish the cadenzas 

has been discovered at this stage; this was an odd decision on Haslinger’s part, given 

the requests during Beethoven’s lifetime to have some cadenzas written by the 

composer. In the Berliner allgemeine musikalische Zeitung of 1826 there is a plea to 

Beethoven to write down the cadenzas for his own piano concertos – one reason 

suggested being that the works were performed infrequently, since pianists were not 

willing to compete with Beethoven’s genius when it came to improvising a cadenza.6 

The writer obviously did not know that Beethoven had already written some 

cadenzas. A possible reason for Haslinger’s reticence to publish may have been that 

he was holding the cadenzas back to include them in a complete edition of 

Beethoven’s works, a project which did not come to fruition.7 

The final point that Moscheles makes about the cadenza not having the 

‘Beethoven impetus’ can be addressed: a study of what this impetus could consist of 

is possible. Analysis of the early sketches in chapters 5–8 has revealed their 

connection to the first movements, and the ways in which Beethoven extended and 

developed the early ideas in these sketches into the 1809 versions. Analysis of the 

cadenzas by Czerny, Liszt, and Moscheles in this chapter will explore which aspects 

(if any) of the ‘Beethoven impetus’ these composer-pianists adopted. 

                                                
6 C. K-s. “Bitte an Beethoven.” Berliner allgemeine musikalische Zeitung, 5 July 1826, 27, 220. The 
writer of this article may be Carl August Krebs (1804–1880). See A Biographical Dictionary of 
Musicians. Compiled and edited by Theodore Baker. New York: Schirmer, 1900, 325. See also 
sections 2.7 and 3.4 of this study for details of requests and cadenzas that Beethoven did write for 
others. 
7 See Peter Clive in Beethoven and his World, 152, where reference is made to Haslinger’s plans to 
issue a collected edition of Beethoven’s works in the 1820s being frustrated by a number of publishers 
refusing to cede their rights to some of the works. 
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The image of Beethoven in the nineteenth century as an idealistic artist with an 

independent spirit and great musical power – a kind of aesthetic hero8 or high priest – 

is one of several factors that has prompted subsequent generations of pianists to claim 

a particular relationship with him and his music. Some believed they had received a 

physical sign of that connection of special significance – a ‘kiss’ that constituted a 

form of approval and blessing. This desire to claim approbation is important, as it has 

ramifications for the transmission of Beethoven’s concertos and the writing of 

cadenzas in the nineteenth century, in terms both of selection for performance and 

reception history. This will be explored first through the cadenza writing of two 

schools of piano playing descending from Beethoven, those of Czerny the pupil and 

Moscheles the colleague and friend, and then through the cadenzas of subsequent 

generations of pupils, all of whom claimed a special, perhaps spiritual and artistic 

affinity with Beethoven through his music. 

Czerny studied piano performance with Beethoven. He later became a respected 

colleague and passed his skills and knowledge of Beethoven’s method to his students, 

most notably for the purposes of this study, Liszt. On account of Liszt’s status as 

Europe’s leading virtuoso a number of pianists from all over the world came to study 

with him, thereby claiming a connection with Beethoven. Pianist and Liszt student 

Arthur Friedheim wrote: 

There were many birds of passage who went to Weimar and got admission to the class, 
only so that they could say they had been there and advertise themselves profitably as “pupils 
of Liszt”.9 
 

 
 

                                                
8 See Scott Burnham, Beethoven Hero (New Jersey: Princeton University Press, 1995). 
9 Arthur Friedheim, Life and Liszt: The Recollections of a Concert Artist (York: Taplinger Publishing 
Co. Inc., 1961), 45–46. 
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As a young man, Moscheles gained a knowledge of the works of Beethoven 

(see section 9.3). On moving to Vienna, he worked with Beethoven, undertaking the 

piano reduction of Fidelio, and also became a friend. Moscheles had a number of 

students as well as colleagues who acknowledged his connection with Beethoven.10 

Moscheles became Director of the Leipzig Conservatoire and as such taught a number 

of influential musicians (see section 9.3.1 of this chapter). 

Clara Schumann is of particular interest in this study because of her status as a 

leading female virtuoso, and her personal and professional links with both Liszt and 

Moscheles. Clara also had a number of students who became well-known pianists and 

teachers of famous pianists. Her inclusion in this study highlights the fact that 

although her views on virtuosity, technique, and artistic responsibility were at odds 

with those sometimes expressed publicly by pianists such as Liszt, a number of 

student pianists admired both artists, and pupils of Liszt went on to record 

Beethoven’s concertos playing Clara Schumann’s cadenzas (see chapter 10, section 

10.1). The cadenza for op. 58 composed by Brahms is briefly discussed in comparison 

to that of Clara Schumann for the same work. 

The content and format of public recitals was changing, and pianists such as 

Liszt and Clara Schumann contributed to this. Beethoven’s sonatas had previously 

been items for the connoisseur in private settings, but during this period became part 

of the concert repertoire. This is also reflected in the early recording industry, with 

Beethoven’s works claiming a significant corner of the market. These two points will 

be examined further both here and in chapter 10. The fortunes of improvisation within 

the public sphere in music-making also underwent a considerable degree of 

fluctuation in the nineteenth century. Treatises on improvisation were being written 

                                                
10 See Mark Hambourg’s reference to Moscheles, chapter 10 section 10.3. 
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by musicians such as Corri,11 Hummel,12 Kalkbrenner,13 and Czerny.14 Yet even as the 

theories were formed, fashions and tastes were changing. These were, in the event, 

theories of past practices, rather than templates for the future. 

These aspects of performance history will be examined in this chapter, with 

particular reference to the cadenzas written down by the generations following 

Beethoven. If Beethoven wrote down his cadenzas for his pupil Archduke Rudolph to 

play, what can be discovered from the cadenzas written by Beethoven’s pupil Czerny 

and the students of Czerny? How much of what Beethoven achieved with his 1809 

cadenzas can be seen as a pedagogical exercise? In contrast to the examination of 

Beethoven’s compositional processes in previous chapters, this chapter aims to 

examine the different compositional methods of Beethoven’s pupils descending from 

Czerny and Moscheles. 

There is one part of this process that many pianists have in common with 

Beethoven, that is that the cadenzas themselves are written down and/or published 

after the concerto performing careers of the artists are over, and this raises the 

question of purpose which will be addressed later. Can their cadenzas be seen as 

virtuosic experiment, an attempt at shaping posterity, or homage to the composer of 

the concerto? This part of the study will begin by examining Czerny’s musical 

activities and his views on improvisation and fantasy writing, then examine four of his 

cadenzas for Beethoven’s piano concertos. The links between the pianists descending 

from the school of Czerny will then be explored. 

 

                                                
11 P.A. Corri, Original System of Preluding (London: Chappell, 1813). 
12 J.N. Hummel, Ausführliche theoretisch-praktische Anweisung zum Piano-Forte-Spiel (Vienna: 
Haslinger, 1828). 
13 F. Kalkbrenner, Traité d’harmonie du pianiste: principes rationnels de la modulation pour 
apprendre à préluder et à improviser … Op. 185 (Paris: Chez l’auteur, 1849). 
14 Carl Czerny, Systematische Anleitung zum Fantasieren auf dem Pianoforte … 200tes Werk (Vienna: 
Diabelli & Cappi, 1829). 
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9. 1. Czerny’s Musical Background and Relationship with Beethoven 

 
As a student of Beethoven and the teacher of Liszt, Czerny occupies a unique 

position in nineteenth-century musical history. He was surrounded by figures who left 

important musical legacies, yet Czerny himself is remembered by generations of 

students largely as the composer of studies, and this has contributed to the waning of 

his reputation. He was not always seen in this light however. Mark Hambourg,15 a 

pianist sponsored by Paderewski and part of the Moscheles circle, wrote: 

Czerny especially represents the school of pianoforte playing which has produced 
many of the greatest pianists of modern times, his influence extending through Liszt, 
Anton Rubinstein, Tausig etc, down to many famous pianists of the day.16 

 
Czerny began his studies with Beethoven around 1799–1800, and the following 

account of his early lessons details the technical approach of Beethoven, which 

Czerny was to pass on to Karl Beethoven, and later to Liszt: 

During the first lessons Beethoven made me work solely on the scales in all keys and 
showed me many technical fundamentals, which were as yet unknown to most pianists, 
e.g. the only proper position of the hands and fingers and particularly the use of the 
thumb; only much later did I recognize fully the usefulness of these rules. He then went 
through the various keyboard studies in Bach’s book and especially insisted on legato 
technique, which was one of the unforgettable features of his playing; at that time all 
other pianists considered that kind of legato unattainable, since the hammered, 
detached staccato technique of Mozart’s time was still fashionable.17 

 
Czerny made his debut as a pianist in 1800 in the Augarten Hall, Vienna, 

performing Mozart’s C minor concerto, K. 491.18 In 1805, he made plans for a concert 

tour and Beethoven wrote him the following glowing recommendation: 

 
We, the undersigned, cannot deny young Carl Czerny our testimony to the effect that 
he has made at the pianoforte extraordinary progress far in advance of his 14 years; 
and that in consideration of this and of his admirable musical memory he deserves all 

                                                
15 Mark Hambourg (1879–1960). 
16 Mark Hambourg, How to become a Pianist (London: C. Arthur Pearson, 1922). 
17 Czerny, Erinnerungen aus meinen Leben [A-Wgm Ms. 1842]. “Recollections from my Life”, 
translated by Ernest Saunders, Musical Quarterly, 42, no. 3 (Summer 1956), 302–17, 307. 
18 Stephan D. Lindeman and George Barth, “Czerny, Carl”, Grove Music Online: Oxford Music Online; 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/07030, accessed 16 October 2012. 



 240 

possible support, all the more since his parents have used their resources for the 
training of their promising son.19 

 

In the end Czerny did not go on tour, on account of political instability and the 

restrictions placed upon him by the modest means of his elderly parents. At this point, 

he decided to abandon the idea of the life of a travelling virtuoso, accepting that he 

was proficient as a pianist, sight-reader and improviser, but stating that: 

… my playing always lacked that brilliant and well-calculated charlatanry that is 
usually so necessary for travelling virtuosos. Beethoven’s compositions did not go 
down well, and the pianoforte had not yet begun to have the splendid effect it does 
now.20 

 

In 1806, Czerny performed Beethoven’s op. 15 concerto in the Vienna Augarten 

Hall,21 and in 1812 Beethoven entrusted Czerny with the first Viennese performance 

of the ‘Emperor’ concerto,22 turning to him again in 1824: 

Dear Czerny! 
 

Do me the favour to play in the Grosser Redoutensaal the day after tomorrow 
the Adagio and Rondo of my concerto in Eb. If you do, you will lend lustre to the 
whole concert–23 

 

 

Beethoven showed his regard for Czerny by supporting him, first as his teacher, then 

as a friend and colleague, and by asking him to teach his own nephew Karl.24 

 Czerny taught the works of Beethoven to his students, and arranged private 

concerts devoted to the works of Beethoven, which the composer himself often 
                                                
19 Carl Czerny, On the Proper Performance, 6. 
20 Ibid. 
21 For details, see chapter 3, table 3.2. 
22 The premiere was given at the Leipzig Gewandhaus with Friedrich Schneider (1786–1853) as soloist 
on 28 November 1811. See Franz Gehring et al., “Schneider”, Grove Music Online: Oxford Music 
Online; http://www.oxfordmusiconline.com/subscriber/article/grove/music/24983pg1 (accessed 14 
December 2014). 
23 Brandenburg, Briefwechsel, 5, 1823–1824, 324, letter no. 1838 (21 May). The translation is taken 
from Anderson where the date of the letter is incorrect. See Anderson, The Letters of Beethoven, 1, 
775, letter no. 909 (Vienna 1818). 
24 Fritz Prelinger, ed., Ludwig van Beethovens Sämtliche Briefe und Aufzeichnungen, 3 vols (Vienna 
and Leipzig: C.W. Stern, 1907), Vienna, 1817, 2, 168. See also Czerny, On the Proper Performance, 2. 
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attended. He prepared two-hand and four-hand piano transcriptions of Beethoven’s 

orchestral and chamber works, some of which were made under the supervision of the 

composer;25 an edition of Beethoven’s piano sonatas for Haslinger (1828–1830s); and 

a new and revised edition for Simrock (1856–68). Of the greatest importance to this 

study are the written works of Czerny that have preserved details of his relationship 

and dealings with Beethoven for posterity.26 

 

9. 1. 1. Czerny’s Principles of Fantasy Writing and Improvisation 
 

As we have seen in chapter 2 of this study, Beethoven looked to the model of 

C.P.E. Bach, and in his cadenza writing he adopted some of Bach’s principles of 

fantasy writing. Czerny’s reminiscences already referred to (chapter 3, section 3.1) 

stress the importance that Beethoven placed upon Bach’s Versuch in his teaching 

method. It now remains to investigate Czerny’s application of these principles within 

his nineteenth-century context. 

Czerny’s Systematische Anleitung zum Fantasieren auf dem Pianoforte 

(“Systematic Introduction to Improvisation on the Pianoforte”) 27  is the most 

comprehensive study of improvised forms from this era. It explains the improvisation 

of preludes, cadenzas, fermatas, and works such as fantasies, potpourris, and 

capriccios in detail, but it does not say much about their common characteristics. 

Dahlhaus has drawn that connection by arguing that any improvisation, whilst by 

definition spontaneous, is not necessarily original, and involves the realization of one 

                                                
25 See Anderson, Letters, 2, 1148, letter no. 1317 (Vienna, 1824). For a detailed description and 
discussion of these works, see Ingrid Fuchs, “Carl Czerny: Beethoven’s Ambassador Posthumous”, in 
Beyond the Art of Finger Dexterity, edited by David Gramit (Rochester: University of Rochester Press, 
2008), 82–107. 
26 Czerny, On the Proper Performance. See also Czerny, Recollections. 
27 Vienna: Diabelli & Cappi, 1829. 



 242 

or more models, however these may be defined.28 Models available in the nineteenth 

century and relevant to this study include chromatic bass progressions and harmonic 

sequences embellished by chord-outlining passagework such as arpeggios and scales. 

Such models exist in the cadenzas of Beethoven and Czerny, and are based on earlier 

examples in the works of C.P.E. Bach.29 

A detailed study by Kenneth DeLong “J.V. Voříšek and the Fantasy” has 

defined 30 three well-established conventions associated with fantasy writing. These 

were to do with improvisation, virtuosity, and freedom of expression: 

1) The ability to invent whatever music is necessary on the spot. 
2) Virtuosity – the ability to amaze and move the audience through display of 
manual dexterity. 
3) An emphasis on expressive breadth and freedom, relying on such devices as 
chromatic harmonies, phrase extensions, varied tempos, and textures. 

 

Analyses in previous chapters showed that Beethoven incorporated some of these 

elements into his cadenza writing. Not only does Czerny also do this, he writes about 

the process, putting the emphasis on expressive freedom, and achieving spontaneity 

through planning: 

If a well-written composition [rather than an improvisation can be compared to] a 
noble architectural edifice in which symmetry must predominate, [a fantasy can be 
compared to] … a beautiful English garden, seemingly irregular, but full of surprising 
variety, and executed rationally, meaningfully, and according to plan.31 

 

                                                
28 Carl Dahlhaus, Die Musik des 19. Jahrhunderts (Neues Handbuch der Musikwissenschaft, Volume 
6), (Wiesbaden: Akademische Verlagsgesellschaft Athenaion), 1980. Translated by J. Bradford 
Robinson, Nineteenth Century Music (Berkeley: University of California Press, 1989), 26. 
29 For details of Czerny’s first meeting with Beethoven in the winter of 1799–1800, see chapter 5, 
section 5.2 of this study. The date is suggested by Badura-Skoda in Czerny, On the Proper 
Performance, 17, based on Beethoven’s address at the time as given by Czerny. 
30 Kenneth DeLong, “J.V. Voříšek and the Fantasy”, in Janáček and Czech Music: Proceedings of the 
International Conference (Saint Louis, 1988), edited by Michael Beckermann and Glen Bauer 
(Stuyvesant, NY: Pendragon, 1995), 191–214, here 192. 
31 Carl Czerny, A Systematic Introduction to Improvisation on the Pianoforte: Opus 200, edited and 
translated by Alice L. Mitchell (New York and London: Longman, 1983), 2. 
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This study will also demonstrate that Czerny incorporated two aspects of operatic 

fantasy writing32  into his cadenza writing: 

1) The order of contrasting themes and choice of key revealed further 
developmental relationships. 

 
2) The use of thematic transformation became increasingly widespread. 

 

As this study has already demonstrated with their key relationships prefigured in the 

movement and further thematic developments, Beethoven’s cadenzas show some 

affinity with this position. Cadenzas by other composers however display another trait 

of fantasy, as the developments and transformations sometimes take on a whimsical 

or rhetorical character concerned with local effect rather than architectural purpose.33 

In both his Systematic Introduction to Improvisation on the Pianoforte (op. 

200)34 and his School of Practical Composition (op. 600),35 Czerny maintains that 

every pianist ought to be able to improvise: 

… during the performance, on the spur of the moment and without any special 
immediate preparation...36 
 

and he points out the relationship between improvisational skills and composition: 
 

If it were possible to commit to paper such improvisations as are made in propitious 
moments, we should possess the most complete works of this kind, particularly by 
such great masters as Beethoven and Hummel. But as this is, alas! impracticable, the 
composer must endeavour, in writing such Fantasias, to approximate as closely as 
possible the freedom of improvising.37 

 

                                                
32 For a comparison of operatic fantasies on Bellini’s Norma by pianists such as Czerny, Kalkbrenner, 
Liszt, Thalberg, and a number of other artists, see Alicia Canon Levin, “Seducing Paris: Piano 
Virtuosos and Artistic Identity, 1820–48” (Ph.D. diss., University of North Carolina, Chapel Hill, 
2009). 
33 For more detail, see Czerny, Systematische Anleitung, 177–78. 
34 Ibid. 
35 Carl Czerny, Die Schule der praktischen Tonkunst … Op. 600, 3 vols (London: Robert Cocks & Co., 
1849); School of Practical Composition [Op. 600], translated by John Bishop (New York: Da Capo 
Press, 1979). 
36 Czerny, Systematic Introduction, 1. 
37 Czerny, School of Practical Composition, 82. 
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Czerny’s own fantasies, such as his op. 247,38 demonstrate his fondness for accessible 

music and the way in which he sought to meet audiences’ expectations of 

entertainment while simultaneously creating a well-crafted composition. Unlike 

Beethoven or Liszt, Czerny excludes his fantasies from the serious classical music in 

his output, and they are comparatively easy to play. His cadenzas demonstrate many 

of the same principles. Themes from the concerto are presented in contrasting sections 

with some further motivic development, and the passagework that links these sections 

provides opportunities for further display and expansion of the form. 

There are four published first-movement cadenzas by Czerny to Beethoven’s 

piano concertos, two for op. 15, and one each for opp. 19 and 37. 

 

9. 1. 2. Czerny’s Cadenzas for op. 15. 

 

The first cadenza for op. 15 (Annexe of Musical Examples, example 22) was 

published in A Systematic Introduction to Improvisation on the Pianoforte (1829).39 

Czerny introduced it by making the connection with a fantasy and explaining his aim 

to integrate the thematic material of the work: 

The older concertos (for example, all of Mozart’s, most of Beethoven’s, etc.) have a 
prolonged pause towards the close of the last Tutti, after which the performer has to 
improvise a grand cadenza. These concerto cadenzas, by virtue of their necessary 
structure, are akin to a particularly distinctive form of fantasy. They can be extended 
considerably and the performer can indulge in all conceivable modulations therein. 
But all interesting subjects from the concerto as well as its most brilliant passages 
must make their appearance here, although one can tone them down or build them up, 
according to one’s discretion. Since these cadenzas can be regarded to some extent as 
independent fantasies, and since the performer can display his artistry here a good 
deal more than in the concerto itself, it is thus to his great advantage to assimilate this 
style with particular diligence and learn to improvise such cadenzas for all concertos 
of this type … Through comparison of this cadenza with the concerto, it can be 

                                                
38 The operatic fantasy on Bellini’s Norma. 
39 Vienna: Diabelli & Cappi, 1829. 
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observed that most of the latter’s thematic material and passagework reappear here 
but are interwoven differently.40 
 
 

When referring to op. 15 in On the Proper Performance of All Beethoven’s Works for 

the Piano, Czerny again instructed the performer to include material from the 

concerto also allowing for the possibility of preparation beforehand :41 

In the concluding tutti occurs a pause, (as in all the old Concertos,) after which the 
pianist has to play an extemporaneous cadence. Those who are unable to extemporize 
generally prepare themselves for this embellishment beforehand. The cadence must 
be formed from the melodies and passages of the Concerto itself, and be in a manner 
developed, in order that it may agree with the character of the composition. 
 
 

This cadenza to op. 15 is 85 bars long. It is tripartite in form, and a predominance of 

theme 1 material is evident throughout (see chapter 6, figure 6.6 for the thematic 

material of op. 15). As witnessed by his comments about fantasy writing, Czerny 

explores contrast by a number of tempo changes, not only at section beginnings but 

throughout, employing many sudden changes of dynamic and register. Beethoven 

marks sections and theme group contrasts with tempo changes, but Czerny, whilst 

employing Beethoven’s device of using the presto marking to drive the harmonic 

modulations, also employs a number of other fluctuations.  

 Semiquaver passagework based on the soloist’s original entrance in the 

movement at bar 107 leads to the first statement of theme 1, here at bar 12. This eight-

bar section is accompanied by passagework from the movement that first makes its 

appearance at bar 205. Czerny models the first section of the cadenza entirely on 

versions of motives that appear only in the solo part of the movement. 

The key changes and motivic derivations are detailed in table 9.1. Czerny’s 

reliance on theme 1 material (as in Beethoven’s cadenzas) is immediately clear with 

just one section of eight bars alloted to the contrasting theme 2. By bar 20, Czerny has 

                                                
40 Czerny, A Systematic Introduction, 34–35. 
41 Czerny, On the Proper Performance, 104. 
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achieved the move to Eb – Beethoven’s favoured harmonic manouevre (see section 

6.2.2).  

 

Table 9.1. Harmonic and Thematic Outline of Czerny’s Cadenza no. 1 for the First Movement of 

Beethoven’s op. 15, op. 200. 

Section 1 
 
Bar 1    12 14 16 18 
Theme 1 related passagework 
Harmony I   V7/III vi V7/II v 
Bass Line C                                      a                                         bb 

 
Section 2 
 
20 24 25 26 27 28 29 30 35 36 37 
bIII  bVI iv bVII v-i bVI VIIo             modulatory 
  Eb                   Ab f             bb g-c        Ab                          
 
 
38 39  42  43   50 
              Fantasy material Theme 2    
V7 of V               V of VI  VI                                       III 
D C-B  E  A                                         E 
 
 
51 55  59  61 65 66 67 68 
Theme 1 passagework Triplet passage                                                              1a modulatory 
I6/4 vi  ii  bVI    I 
C a  d  Ab A Bb B E (C)                 

 
 
69 73          75 76 

Section 3 
 
77   79-85 

III VIIo Fantasy material  1a Theme 1 passage work Trills 
F#            I6/4– V7  

 
  

Much of the figuration (for instance at bar 30) is similar in character to that of 

Beethoven’s cadenza no. 1. Diminished and dominant 7ths aid modulation here, and 

the interesting thing about the resemblance to Beethoven’s passage is that Czerny is 

possibly responding to what he heard in Beethoven’s own performances. 

A wide keyboard range, from e3 to E, is explored in the sweeping fantasy style 

passage (bar 42).  
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At bar 60 the triplet motif from bar 414 of the movement appears, and Czerny 

uses it, as Beethoven does in his cadenzas, to increase the sense of agitation and effect 

the modulation from D minor to Ab major in two bars. This section is followed by 

another quotation from the movement, bars 431–38, ending on a diminished 7th on 

F#. By means of more passagework, accompanied by the theme 1 octave leaps, this 

leads to four bars of double trills, with a three-bar triple trill extended by the Adagio 

marking, and resolves into the tutti. 

Czerny included this cadenza in the chapter of his treatise as a demonstration of 

how to quote passagework from the concerto, and how to transform the concerto 

themes by means of modulation and dynamic change. The quotations in his cadenza 

are clear, yet what is most interesting is the way in which he further develops the 

material that was given to the soloist in the movement. Czerny has extended the 

passagework motivically and made a feature of it. Such motivic extension and 

development is intrinsic to Beethoven’s compositional style. In his pedagogical op. 

200 Czerny published a cadenza that demonstrates his understanding of Beethoven’s 

style. 

Four years later Czerny published his op. 31542 cadenzas for Beethoven’s op. 15 

concerto, consisting of one each for the first and third movements. The two first 

movement cadenzas, op. 200 and op. 315 make for an interesting comparison. There 

are remarkable similarities in terms of the structure and the order of the presentation 

of the thematic material which betray Czerny’s formulaic approach. However, the op. 

315 first-movement cadenza is far more virtuosic in style with its extended fantasy-

style passages and technical demands indicating that this was not designed for 

amateurs, with a pedagogical purpose in mind. 

                                                
42 Cadenzen zu Ludwig van Beethovens Concerten für das Piano-Forte. Opus 315. Vienna: Haslinger, 
1833. 



 248 

Table 9.2. Harmonic and Thematic Outline of Czerny’s Cadenza for the First Movement of 
Beethoven’s op. 15, op. 315. 
 

 
Section 1 
 
Bar 1 2 6 9 10 13 14 17 22  
Theme  1         
Harmony 16/4  bV1  bVII  I V7/IV IIIc  
Bass line G  Ab A Bb B C  B  

 
Section 2 
 

          

26  30 34 38 39 40 41    
2       3/ modulatory passagework 
(I E major) (ii) IV        
B (E)  (F#) E(A) F#A D-F# B-D G    

45   46 47 48 49 50 54   
Fantasy material/I      #IV V7 of #IV   
I V7   VIIo        
B   Bb A Ab G F#    

             
61 66 73 74 75 76 77  78 83 84 85  
3  Triplet derivation of 3    bars 432-35 mvt. 
I iii vi IV V7 V vi bVII I ii bIII IV 
B e a F F#-G G#-a BbB C-C#-d Eb-E-F -F#  G Ab  

86 87 88 89 90  91  92   93 94  
           I 
         I6/4 
Db-Cb Bb Eb-Db C F-Bb Eb-Ab Db-Gb B-E A-D G-C F-F# G  

 
Section 3 
 

         

   95 105        
    3 Trills        
   I6/4-V7  V7         
    G G         
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 The op. 315 cadenza is 105 bars long (see table 9.2 and the Annexe of Musical 

Examples, example 23). Section 1, of twenty-five bars, is dominated by theme 1a 

melodic and rhythmic material. The semitone step from the opening G to the flattened 

submediant arpeggiation of bar 6 is a dramatic move, but not without precedent: 

Beethoven’s second cadenza to op. 15 opens with a modulatory passage, which by bar 

10 has reached the flattened submediant. In Czerny’s cadenza, the semiquaver 

figuration in the left hand with theme 1 chords in the right is similar, although with its 

repeated notes Czerny’s accompaniment is rather contained, and reminiscent more of 

Mozart’s Alberti basses than the sweeping figures of Beethoven’s cadenzas. The  

wide dynamic range from pp to ff, and frequent tempo changes (Molto Allegro, 

Presto, slentando, and rallentando) again highlight local structural points. The Presto 

in bar 14 marks the arrival of the theme 1 material in the home key of C major for the 

first time in the cadenza. This sense of arrival is fleeting however as modulations 

(table 9.2) show. The bridge passage (bars 22–25) is introduced by a right-hand trill 

under which thematic transformation of the theme 1 material occurs. As the crotchet 

motif is fragmented dynamic and tempo variations ease the tension. Again Beethoven 

has supplied the precedent in his cadenza no. 2 (the preparation for the statement of 

the second subject in bars 17–21). 

Czerny’s preference for the brilliance of the upper register (which extends to f4) 

is marked in this cadenza and thoroughly explored in the second section. The second 

subject material is more or less a full quotation from the movement, its quaver 

accompaniment taken from the second violin part in the tutti bars 47–52. The 

presentation of this material is almost exactly the same in Czerny’s earlier cadenza 

(Annexe of Musical Examples, example 22, bars 43–46), although the slightly 

awkward and formulaic modulatory figure (bars 47–50) of the earlier cadenza has 
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been abandoned in favour of an extended statement of the theme 2 material. In 

Czerny’s cadenza (see table 9.2 above) the major/minor key juxtaposition follows 

Beethoven’s earlier plan for the movement (table 6.2), and results in a distinctive 

augmented 2nd interval in bar 31. In bar 57 of the movement Beethoven avoids this 

manoeuvre by raising the supertonic by a semitone, however in bar 45 of his third 

cadenza he exploits it and goes on to extend the section exploring the semitone 

movement (see chapter 6, section 6.3.3).  

 Section 2 displays many elements in common with the op. 200 cadenza with 

extreme dynamic and tempo changes. There are two passages which Czerny has used 

in the first cadenza. The first is the theme 2 melody played by octaves in the left hand, 

and the other is the section (bars 73–93) where the relationship to Beethoven’s text is 

very close, with only a slight rhythmic alteration (bars 83–89); this section also 

formed part of Czerny’s cadenza no. 1 to op. 15 (bars 59–73).  

Bars 38–40 move the harmonic pace on by diminution of the theme 2 motif, 

another technique adopted by Beethoven in his cadenzas, though not in relation to 

theme 2. The predominance of first subject material used in a variety of ways has 

again reduced the need for second subject development in the cadenza. In this cadenza 

Czerny can be seen to transform the character of the thematic material by using 

Beethoven’s techniques of extension and expansion with trills and motivic 

fragmentation,  applying them to each thematic subject to prepare for the next section. 

The major difference between this cadenza and Czerny’s op. 200 cadenza is that 

he has included theme 3 material in various forms for development. Sometimes as 

passagework (bars 41–45, as derived from bars 191–99 of the concerto’s first 

movement) and sometimes as quotation, either direct (bars 73–93, from the concerto 

bars 211–25) or by recalling the rhythmic and intervallic associations of the 
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movement (the horn motif in bars 86–90 and the 5th progressions of the left hand in 

section 2). Czerny also draws directly from Beethoven’s passagework in cadenza no. 

3 (bars 106–10), although he has fleshed out the texture with a few four-part chords, 

and with the tune doubled in octaves, a nineteenth-century textural trait. 

Czerny achieved the expansion of this cadenza by greater use of the fantasy 

style of extension, with its exploration of the range of the piano and dynamic contrast 

in combination with thematic development (see section 2 table 9.2).  

Highly chromatic passagework adopted from Beethoven’s solo part in the 

movement (bars 220–24) forms a bridge in Czerny’s cadenza (bars 90–94) that comes 

to rest on a tonic 6/4 chord, almost as if the final section is to form a cadenza within a 

cadenza (as in Beethoven op. 58 no. 1, see 8.4.1). 

 At bar 95 it is the theme 3 material in alternating imitative entries either side of 

semiquaver figuration that leads to a written-out trill in semiquavers, starting at bar 

102. Beethoven’s cadenza no. 3 contains similar passagework, but is written out in an 

augmented fashion as imitative crotchets over double trills. Czerny’s double trill 

releases the tension with a diminuendo and rallentando before the entry of the 

orchestra in exactly the same manner as the op. 200 cadenza. 

A comparison of the two cadenzas for op. 15 by Czerny reveals what might be 

considered a formulaic approach, with the choice of thematic material for 

development and method being extremely similar in both cadenzas, and in some 

places identical. Both cadenzas also show similarities to Beethoven’s own approach, 

with development of orchestral material and extension of the soloist’s motifs. The op. 

200 cadenza may have served a pedagogical function and the op. 315 cadenza 

presents greater virtuosic possibilities, and it is possible that Beethoven may have 
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heard both. Since Beethoven had a hand in Czerny’s performances of this work, it 

may even be suggested that he sanctioned a version of what we today have in print. 

 

9. 1. 3. Czerny’s Cadenza for op. 19 

 

The cadenza for the concerto in Bb major (Annexe of Musical Examples, 

example 24) was written for a chamber arrangement that Czerny made for piano and 

string quartet.43 It is 95 bars long, and as a result of the arrangement the piano 

continues playing for another six bars at the end of the cadenza. Czerny is slightly 

more adventurous with his keyboard range than Beethoven in his cadenza for op. 19, 

taking it from FF to f4. Key changes are again frequent, as table 9.3 below shows. The 

solo part is marked Vivo at the start, and again Czerny introduces extremes of 

dynamic marking and a number of tempo fluctuations to effect expressive contrasts. 

 As table 9.3 shows this cadenza in three sections consists largely of theme 1 

material.44 Czerny applies Beethoven’s technique of contrasting derivation. Opening 

figuration from the orchestral tutti (theme 1a) contrasts effectively with the more 

expressive version of theme 1b (as used by Beethoven in op. 19 in 1809) whilst 

modulating to the bIII (see table 9.3). The appearance of theme 2 at bar 52 relies 

heavily on quotation from the movement as does the following passagework which is 

developed simultaneously at first. 

 The trill is a favoured device of Beethoven, and this cadenza uses three 

different types. The first to appear at bar 18 suspends the momentum and connects to 

a scale passage that prepares for the entry of the theme 1b material. In the statement  

 
                                                
43 Leipzig: Au Bureau de Musique de C.F. Peters, 1854. 
44 For the op. 19 thematic material, see chapter 5, figure 5.10. 
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Table 9.3. Harmonic and Thematic Outline of Czerny’s cadenza for op. 19. 

Section 1 
 
Bar 1  4 6 8  10 12 14 18 
Theme 1a 
Harmony I i VI i  VI ii VII V7 of bIII  
Bass Line Bb Bb Gb B minor  G c Ab 
 
 
Section 2 
 
24  32   33  34 35 46 48 
Theme 1b enharmonic change vi  II V VIIo V7 
bIII 
Db  C# minor  f# minor  B E(A) Gb  
 
 
52  62  64 70  71 72 73 78 
Theme 2  passagework   
I  iii  I  V7  V7 IV VIIo I6/4 
A major  D minor  Bb Eb  F G Gb F 
 
 
Section 3 
 
79  85  90 93 95 
Theme 1  Trills/Theme1  
I6/4  V  VIo V7 end 
 
 

of theme 1b here Czerny uses a little decorative trill to fill in the octave leap (bar 25). 

At bar 51 there is a small connective trill over the barline leading to a statement of the 

theme 2 material; this is almost exactly as it appears in the movement (bar 135). 

Beethoven’s final trills of bars 382–83 are extended in Czerny’s cadenza into an 

eleven–bar passage that ushers in the tutti. This is Czerny’s third and final use of the 

trill in its double and triple virtuoso form so characteristic of Beethoven. Czerny uses 

the left hand to reintroduce the dotted motif from the beginning underneath the trills. 

Beethoven’s fourth tutti (bars 384–88) breaks up this motif in the drive towards the 

cadenza; Czerny creates a pleasing symmetry by combining it with the trills and using 

it to move back into the coda.  
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As in Czerny’s previous cadenzas there are some stylistic differences. A large 

number of dynamic and tempo indications are used to transform the thematic 

character (for example bar 60). Czerny also makes greater use of semitonal movement 

and enharmonic relationships to achieve the many key changes. However, in the final 

section the imitation of the movement leads to a greater textural similarity. Triplet 

chordal diminished 7ths beginning at bar 74 lead to a gathering pause at bar 78 on a 

tonic 6/4. In bar 79 the beginning of the drive to the final V7 is marked by the molto 

allegro tempo change, and a restatement of bars 378–81 of the movement. Here 

Czerny fleshes out the texture of Beethoven’s rising semiquaver figuration with a 

left–hand chordal accompaniment. While Beethoven ends his cadenza with a majestic 

ff flourish rising to bb3, Czerny by contrast makes a diminuendo, thereby allowing the 

f re-entry of the quartet to sound strong. 

 

9. 1. 4. Czerny’s Cadenza for op. 37 

 

 At 102 bars in length, this cadenza45 (Annexe of Musical Examples, example 

25) is the longest of those by Czerny, and almost twice the length of the 58–bar 1809 

cadenza supplied by Beethoven. Despite this difference, they share several 

characteristics, demonstrating their composers’ similar concerns. 

1) Each cadenza begins with an introductory section before a statement of 
the theme 1 material. Czerny derives this from the soloist’s opening 
scales at bar 111 in the movement. 

 
2)  Both cadenzas are divided into three sections. 
 
3)  Czerny makes a feature of the subdominant key, as does Beethoven at 
 the opening of his cadenza, although not until bars 18–23. 
 

                                                
45 Carl Czerny, Präludien, Cadenzen und kleine Fantasien im brillanten Style, 61. Werk (Vienna: 
Anton Diabelli, [1824?]). 
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4) The range of the piano is fully explored – Beethoven, FF to c4 and 
Czerny, DDb to e4 –accompanied by contrasts of dynamic and tempo. 
 
5) The arrival on the flattened supertonic heralds a climactic moment in 
both cadenzas. For Beethoven it occurs at bar 15, and the modulations are 
aided by arpeggios that sweep the compass of the keyboard. For Czerny it 
occurs at bar 39 after a quasi-fugal style sections, where passagework 
alternates with the textures derived from the opening tutti (bars 74–80). 
 
6) Both Czerny and Beethoven increase the proportion of the fantasy 
material, with Czerny using scales, chromaticisms and trills to introduce 
the second section contrasting theme material, in the same way that 
Beethoven does. 
 
7) The second-subject material in both cadenzas appears in the dominant 
key. Czerny’s first four bars are in fact exactly the same as those in 
Beethoven’s cadenza, and Czerny continues using left-hand 
accompaniment patterns from the movement (see bars 168–70). 
 
8) Czerny uses a triplet accompaniment to increase the harmonic 
momentum driving towards the final section (bars 62–71) as Beethoven 
does in op. 37 at the beginning of the final section (bars 33–53). 
 
9) At bar 90 Czerny begins the final section with a series of triple trills 
very similar in style to Beethoven’s final trill section. Statements of theme 
1 material alternate in the outer voices, again reminiscent of Beethoven, 
leading to the final five bars of triple trills to usher in the coda. 
 
 

The tempo marking at the beginning of the concerto is Allegro con brio, yet 

Czerny pushes the momentum further with a marking of Allegro Molto. Tempo and 

dynamic markings throughout are extreme, with each thematic variation with a tempo 

and dynamic contrast; pedal markings are also clearly indicated.  

Bar 18 is marked Allegro a tempo moderato and molto espressivo. Czerny’s 

theme is not actually derived from the thematic material of the concerto, even though 

it does contain features that appear in the concerto, such as the bass accompanying 

triplets, and the dotted crotchet followed by a quaver in the treble; the intervals of a 

3rd connected by trills (see bar 195 of the movement); the shapes of the arpeggiated 

figures (see bar 168 of the movement); and the overall chromaticism. 
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Table 9.4. Harmonic and Thematic Outline of Czerny’s cadenza for Beethoven’s op. 37. 

 

 
Section1  
 
Bar 1 3  10  14  18  26 27 
 Scale passages Theme 1    New material  passagework 
Harmony i 6/4  i  V7 of VI VI  iv V7 of bII 
Bass Line g  c  Eb  Ab  f Ab 
 
 
39  41  43 45  47 49  53 
Theme 1         Fantasy passage/trills 
bII  V7 of III  biii V7 of iv  iv V7 of V 
Db  Bb  Eb c  f d 
 
 
Section 2 
 
54  62 69  
Theme 2   Theme 1b 
V  i i 
G  c c 
 
 
Section 3 
 
77   78  79 80 81 89  102 
Theme 1 passagework      Trills/Theme 1 End/Coda 
V-i   V7 of III  I-iv  i 6/4 V7 
G-c   Bb  C-f f-f# g 
 

 

 It is as if Czerny is providing a new theme for development, in the same way 

that Beethoven provided a theme for development in the cadenza only, but that in this 

case it consists of a combination of materials from this concerto (and bears a 

resemblance to thematic material from Beethoven’s op. 15 concerto). In Beethoven’s 

cadenza for op. 37 a new direction was to carry the development of more material 

through into the final section, perhaps as a result of there being less contrasting 

thematic material within the movement. This could be why Czerny felt it necessary to 

introduce another theme at this point, relating it not only to op. 37, but also to op. 15 

(see bars 163–71 and 266–70). 
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 Theme 2 (bar 54) shows that not only has Czerny directly quoted the notes of 

the theme from the movement, he has also faithfully copied the articulation, and just 

for seven bars there is a real sense of familiarity. A rather sudden modulation in bar 

61 however leads to C minor, with the dotted rhythm variant of theme 1 in the tonic 

key. The drive towards the final section (62–68) is extended by trills and by harmonic 

manoeuvres from the tutti of the movement (bars 94–97, violin 1) and relies heavily 

on the dynamic contrasts and tempo change between bars 68 and 69 to lead into a 

statement of theme 1b quoted from the movement. Although bars 122–26 are 

accompanied by a triplet motif in the movement, Czerny uses an Alberti-type 

figuration; the melodic shape is the same as Beethoven’s however. Bar 76 provides 

the pivot into the dominant key required for the beginning of the third section and the 

final modulations, which lead through passagework to the final trills (see table 9.4 for 

details). 

Czerny’s cadenzas for opp. 15 and 37 were published in treatises with 

pedagogical intentions, and this is reflected in the way that Czerny marks the 

performance indications such as tempo changes, dynamic changes, and pedalling so 

clearly and so frequently. These expressive indications are all characteristics of the 

empfindsamer styl learnt from the study of C.P.E. Bach’s work. These cadenzas no 

doubt also serve as a record of Czerny’s own performances. The cadenza for op. 19, 

written down for Czerny’s chamber arrangement of the concerto, probably served the 

dual purpose of being used for his own performances and adding value to a chamber 

arrangement designed for amateur performance. 

Czerny employs thematic material from the movement in his cadenzas in the 

way that he recommends in his writings, with direct quotations from both the soloist’s 

part and the orchestral texture. Motifs from the concertos are further developed, with 
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certain key choices and rhythmic elements in common with those of Beethoven. 

Czerny’s frequent use of diminished and dominant 7ths to modulate and fantasy-style 

textures was adopted from C.P.E. Bach, as recommended by Beethoven. 

As Czerny’s cadenzas were published before those of Beethoven, it is likely that 

these similarities are the result of: 

1) a common approach; 
2) Czerny’s familiarity with Beethoven’s performances; 
3) Czerny’s lessons with Beethoven, during which he studied the works; 
4) and a close familiarity with Beethoven’s text in the movement, which        
suggested relationships that might be further explored. 

 

Czerny’s musical activities were many and varied, but perhaps his most lasting 

legacy is the pedagogical one. He taught many students, and a number of them went 

on to achieve musical prominence, ensuring that the principles of piano playing taught 

by Beethoven to Czerny were maintained and passed on into the twentieth century. 

These students include, Hermann Berens, Theodor Kullak,46 Theodor Leschetizky,47 

and most importantly for this study, Franz Liszt. 

 

9. 2. Czerny’s Relationship with Liszt 

  

 In 1822 Liszt embarked upon a two-year course of study with Czerny. Czerny 

recorded the technical approach he adopted with Liszt that he had learnt himself from 

Beethoven: 

 
Never before had I so eager, talented, and industrious a student. …I instilled in him 
for the first time a firm feeling for rhythm and taught him beautiful touch and tone, 

                                                
46 Father and teacher of Franz Kullak (1844–1913), who studied also with Liszt and edited the works of 
Beethoven.  
47 Leschetizky went on to teach Mark Hambourg and Artur Schnabel, pianists renowned for their 
Beethoven performances. See chapter 10. 
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correct fingering, and proper musical phrasing, even though these compositions at 
first struck the lively and always extremely alert boy as rather dry.48 

 

 Liszt never failed to publicly acknowledge his gratitude to Czerny, as witnessed in 

music by the dedication of his Transcendental Etudes49 and many times in writing.50 

 

9. 2. 1. Liszt and Beethoven: The Mythology of the Kiss, and the Desire 
for Association with the Legend 

 

In the time that Liszt studied with Czerny, Beethoven’s conversation books 

show that both Czerny and Schindler wanted to introduce Liszt to Beethoven.51 

Several accounts exist of encounters between the two, during which Beethoven 

marked Liszt out with a Weihekuss (consecration kiss). What matters for the purpose 

of this study is not the validity of these accounts,52 but the reasons for their existence. 

 The first appeared in 1862 in a letter.53 Sometime after 1875 Liszt told a 

version of the story to his pupil Ilka Horowitz-Barney which included a performance 

of Beethoven’s op. 15 concerto: 

I was about 11 when my esteemed teacher Czerny took me to Beethoven… I played 
the first movement of the Concerto in C Major. When I was finished, Beethoven took 
both my hands, kissed me on the forehead…54 

 
Yet earlier Liszt seems to have confided to his student August Göllerich: 
 

I never played at his house, but I was there twice. There was a piano with strings torn 
out.55 

                                                
48 Czerny, Recollections, 315. 
49 24 Grandes Études Pour le Piano par F. Liszt (Vienna: Haslinger, 1852). 
50 For example, La Mara, ed., Letters of Franz Liszt, translated by Constance Bache, 2 vols (London: 
Grevel & Co., 1894; reprinted New York: Greenwood Press, 1969), 131, letter no. 81. 
51 Friedrich Kerst, ed., Erinnerungen an Beethoven, 2 vols (Stuttgart: J. Hoffmann, 1913), 2, 318, 
conversation book no. 123. 
52 For further discussion on this point, see Alan Keiler, “Liszt and Beethoven: The Creation of a 
Personal Myth,” 19th-Century Music, 12, no. 2, Special Liszt Issue (Autumn 1988), 116–31, and Alan 
Walker, Franz Liszt, 3 vols (New York: Alfred A. Knopf), 1: The Virtuoso Years 1811–1847 (1983), 
81–85. 
53 La Mara, ed., Briefweschel zwischen Franz Liszt und Carl Alexander, Grossherzog von Sachsen 
(Leipzig; Breitkopf & Härtel, 1909), 114–18, letter no. 90. 
54 Kerst, Erinnerungen, 2, 57. The translation is taken from Czerny, On the Proper Performance, 7. 
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The third version of the Weihekuss encounter takes place in public, at Liszt’s 

final concert in Vienna on 13 April 1823, before leaving Czerny’s tutelage.56 The 

significance of the kiss, and its appeal to a nineteenth-century audience, is the way in 

which this meeting with Beethoven signalled a closing point to the first part of Liszt’s 

life, as he was sent forth to fame and glory with the benediction of the master. By 

1862, the Weihekuss, originally a paternal blessing of a son about to accept the 

challenge of manhood, had become the recognition of accomplishment and an act of 

spiritual participation in tradition.57 The theme of consecration and spiritual bonding 

became popular in the nineteenth century, and many other reported instances exist.58 

One aspect of Beethoven’s ‘consecration’ of Liszt is the assumption of Liszt’s 

predestined dedication to the performance and dissemination of Beethoven’s music; in 

the latest version of 1875, this is embodied by Liszt’s performance of Beethoven’s 

first concerto to the master himself. 

Liszt’s overwhelming desire to embody the nineteenth-century ideal of the 

artistic spiritual bond and the passing on of tradition meant that he embraced the 

legend of the Weihekuss to demonstrate his connection with Beethoven. However 

there were valid musical connections, and as Liszt matures, and the seriousness of his 

musical purpose is revealed, these become more apparent. 

                                                                                                                                       
55 August Göllerich, Franz Liszt (Berlin: Marquardt & Co., 1908), 160. Göllerich (1859–1923) was a 
student of Liszt and acted as his secretary from 1884 to 1886. He married another student of Liszt, 
Gisela von Pászthroy (née Voigt von Leitersberg). Göllerich kept diaries of the years with Liszt, which 
were edited by Wilhelm Jerger and published in 1975 (Regensburg: Gustave Bosse). The diaries 
contain accounts of Liszt’s personal activities as well as details of the master classes with some 
commentary; see The Piano Master Classes of Franz Liszt 1884–1886: Diary Notes of August 
Göllerich, edited by Wilhelm Jerger, translated, edited and enlarged by Richard Louis Zimdars 
(Bloomington: Indiana University Press, 1996). 
56 The full version is recounted in Lina Ramann, Franz Liszt: Artist and Man, translated by E. 
Cowdery, 2 vols (London: W.H. Allen, 1882), 75. This is almost certainly a fabrication of Schindler. 
See Keiler, “Liszt and Beethoven”, 117. 
57 For more detail, see Keiler “Liszt and Beethoven”, 128. Liszt’s pupil José Vianna da Motta describes 
how Liszt used the ‘kiss’ as a means of bestowing or withholding approbation in Göllerich, The Piano 
Master Classes of Franz Liszt, 166–67. 
58 For example see Gottschalk’s debut in the presence of Chopin, in Louis Moreau Gottschalk, Notes of 
a Pianist, edited by Jeanne Behrend (New York: Da Capo Press, 1979), 33. 
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9. 2. 2. Liszt and the Music of Beethoven 

 

 Liszt is a pivotal figure for this study – with his connection to Beethoven, as 

the pupil of Czerny, then as Europe’s leading virtuoso and eminent pedagogue – the 

teacher, among others, of d’Albert, Lamond, the pianists (along with Schnabel and 

Fischer) who cornered the Beethoven market in the early days of recording. Liszt’s 

relationship with Beethoven’s music formed slowly but by 1838, when Liszt began a 

new series of concerts in Vienna, a work by Beethoven was included in almost every 

programme.59 

The Beethoven Memorial Festival in 1845 marked Liszt’s transformation from 

virtuoso pianist to an influential figure in the musical establishment with his 

Beethoven concerts that raised money for the memorial, membership of the 

committee, and performances as soloist (of the piano concerto no. 5)60 and conductor 

(of the symphony no. 5).61 In the mid–1840s, Liszt gave up his life as a travelling 

virtuoso and devoted his time to composition, conducting, musical commentary, 

editing and pedagogy, thus seeking recognition in a wider sense as artist. 

As editor, Liszt made arrangements of a number of Beethoven’s works for 

publication, just as his teacher Czerny did, including two-piano arrangements of the 

op. 37, 58, and 73 concertos,62 an edition of the thirty-two piano sonatas,63 and the 

piano transcription of the symphonies.64 

                                                
59 See Dezsö Legány, Franz Liszt: Unbekannt Presse und Briefe aus Wien 1822–1886 (Vienna: Böhlau, 
1984). 
60 Moscheles noted in his diary: “Liszt’s performance of Beethoven’s Concerto in E flat major, almost 
entirely satisfied one; I can’t imagine any one playing the energetic and spirited part of the work better 
than he did. In other parts I should have preferred a little more warmth and tenderness.”; Charlotte 
Moscheles, Life of Moscheles, with Selections from his Diaries and Correspondence, translated by 
A.D. Coleridge, 2 vols (London: Hurst & Blackett, 1873), 2, 144. 
61 See Walker, The Virtuoso Years, 419. 
62 Stuttgart: J.G. Cotta, 1889. After a performance of op. 73 by Miss Sothman in the master class in 
Weimar on Saturday 20 June 1885, Liszt said: “Even my enemies wrote that the way I played that in 
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In all of the ways detailed above Liszt was attempting to demonstrate for 

posterity his interest in the music of Beethoven and his unique connection with the 

composer. The influence of Czerny, Beethoven’s student and associate, remained with 

him throughout his life, as will be demonstrated below. Liszt shows himself not only 

to be a willing vessel for the passing on of Beethoven’s compositional principles, but 

demonstrates in his cadenza writing a complete understanding of the style of the 

work, whilst responding with brilliance and individuality. 

 

9. 2. 3.  An Introduction to Liszt’s Fantasy Writing  
and Improvisational Style 

 

Liszt’s early success was based on his ability to perform, and in particular to 

improvise at the piano. In 1823, a failure to improvise satisfactorily on a theme by 

Pixis suggested to him by his audience provoked him to tears,65 but two years later the 

Manchester Gazette reported: 

 This chef d’oeuvre of improvising drew down loud and long continued plaudits.66 
 

 Czerny’s influence on Liszt as a composer can be seen to have remained with 

him throughout his life.67 As previously shown in this study, Czerny’s concerns (as 

those of Beethoven before him) were for form and harmonic organization, not merely 

keyboard figuration. With his preoccupation with the organic unity of the whole work, 
                                                                                                                                       
Vienna was a rather credible performance. I should have been quite grateful to them then, but I was not 
in the least. I arranged the concerto for two pianos. Arrangements and transcriptions, well, those I can 
really do, but the original compositions, they are indeed worthless.”; Göllerich, The Master Classes of 
Franz Liszt, 68. 
63 Sonaten für das pianoforte solo (Wolfenbüttel: Ludwig Holle, 1857). 
64 Leipzig: Breitkopf & Härtel, 1865. 
65 See Michael Saffle, “Liszt Research since 1836: A Bibliographic Survey”, Acta Musicologica, 58 
(1986), 231–81, here 279, citing Der Sammler for 29 April 1823. 
66 Quoted in William Wright, “Liszt in Manchester”, Journal of the American Liszt Society, 41 (1997), 
1–20, here 10. 
67 See Zsuzsanna Domokos, “Carl Czernys Einfluß auf Franz Liszt: Der kunst des Phantasiens”, in Der 
junge Liszt: Referate des 4. Europäischen Liszt-Symposions, Wien 1991, edited by Gottfried Scholz 
(Munich and Salzburg: Emil Katzblicher, 1993), 19–28. 
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something shared with Beethoven in relation to his concertos, Liszt took this one step 

further. Not only do Liszt’s own piano concertos68 demonstrate this unity of form, but 

his cadenza for Beethoven’s concerto op. 37 is a response to this concern, as will be 

demonstrated. 

Liszt’s operatic fantasies are a natural outgrowth of his ability to extemporize 

and a response to the period in which this genre flourished. Liszt’s fantasy writing 

shows preferences for themes related by the interval of a third, and thematic 

transformation as a unifying device. This is demonstrated as early as 1829, in his La 

Fiancée fantasy,69 and both of these characteristics are present in his cadenza to op. 

37. As is apparent in this fantasy, Liszt’s adaptations tend to be more faithful to the 

orchestral textures and more brilliant than those of Czerny, but in his time as tutor 

Czerny must have encouraged Liszt to try bolder modulations and more “ingenious 

and suitable connection[s]”.70 During his virtuoso years. Liszt brought a new musical 

focus to this genre presenting a “more dramatically cogent choice of thematic 

material”.71 After his retirement from the concert stage, the music in Liszt’s fantasies 

was presented in more literal form as a paraphrase or transcription,72 with less 

attention to virtuoso display as he focused on a particular scene from the opera.73 This 

is also true of his cadenza writing. Published in 1853, seven years after the Beethoven 

memorial event, the cadenza for op. 37 may be viewed as an elegantly restrained 

                                                
68 Piano Concerto no. 1 (in Eb major, S. 124), and Piano Concerto no. 2 (in A major, S. 125). There is 
also a posthumous concerto in Eb. 
69 Based on Auber’s La fiancée du roi de Garbe. 
70 Czerny, School of Practical Composition, 88. 
71 Charles Suttoni, “Piano fantasies and transcriptions”, The New Grove Dictionary of Opera. Grove 
Music Online: Oxford Music; 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/O0056777, accessed 19 November 
2012. 
72 Humprey Searle describes the difference in style between Liszt’s transciptions and fantasies in The 
Music of Liszt, (New York: Dover, 1966), 6–14. 
73 For example, his paraphrases of the waltz from Gounod’s Faust and the polonaise from 
Tchaikovsky’s Yevgeny Onegin. 
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homage to Beethoven, with its tightly knit thematic transformation and motifs from 

the concerto bound together with Liszt’s colourful harmonic language. 

 

9. 2. 4. Liszt’s Cadenza for op. 37 

 

Liszt’s repertory, for the years between 1838 and 1848, included the opp. 15, 

37, and 73 concertos by Beethoven.74 The first known public performance by Liszt of 

a piano concerto by Beethoven took place in December 1839 while Liszt was Vienna. 

Liszt wrote to Marie d’Agoult: 

... yesterday after my concert I played, at the Concert spirituel, the Beethoven 
Concerto in C minor which I didn’t know and learnt in twenty-four hours 
(improvising the cadenza) with the most unheard-of success.75 

 

Liszt’s cadenza for op. 37 was published in 1853, after his years of performing 

in public were over.76 It shares a number of similarities with Beethoven’s cadenza of 

1809 (Annexe of Musical Examples, example 26). At 65 bars in length, the cadenza is 

approximately the same length as Beethoven’s, although Beethoven’s appears 

somewhat larger in scope on account of the extended bars of fantasy material. The 

range of the keyboard that Liszt covers is BBB – eb3, extending Beethoven’s range by 

a fifth, in the bass. 

The cadenza adopts the same tripartite form that Beethoven favours. It opens 

with the scales from the soloist’s entry in a similar manner to Czerny’s cadenza, 

                                                
74 See Walker, The Virtuoso Years, 445, citing A. Conradi and F. Liszt, Programme général des 
morceaux exécutés par F. Liszt à ses concerts de 1838 à 1848 (D-WRgs, c.1850). It would seem that 
this list was drawn from Liszt’s memory, as some works he is known to have performed are omitted, 
and the C major piano concerto is one of these. 
75 Franz Liszt: Selected Letters, translated and edited by Adrian Williams (Oxford: Clarendon Press, 
1998), 118, letter no. 91 (6 December 1839). See also, Marie d’Agoult, Correspondance de Liszt et de 
la Comtesse d’Agoult, edited by Daniel Ollivier, 2 vols (Paris: Bernard Grasset, 1933, 1934), 1, 311. 
76 Stuttgart & Berlin: Edition Cotta, 1853. The manuscript bears the inscription “Villa d’Este 17 Sept. 
79”.  
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Table 9.5. Harmonic and Thematic Outline of Liszt’s Cadenza for Beethoven’s op. 37. 

 
Section 1 
 
Bar 1  4  8  12   14 15 18        19 20 
Scales  Theme 1 
Harmony i6/4 vi  III of C major vi           IV bvii bV vii            
Bass Line g Ab  E  a            F bb F# (Gb) b               
 
 
21 22 23 24                                      
V            i VI bII   Passagework from the movement 
G            c C Db Gb (F#) 
 
 
Section 2 
 
36      48 50  53 

 
Section 3 
 
54  62 64 65 

Theme 2  Theme 1  Trill 
VII      II       IV  III VIIo   V7 
B major      D F    G# (B) F   

 
 

though the latter’s wide-ranging dynamic markings and tempo changes do not appear 

here. 

 The scales lead into a statement of theme 1 in octaves in the submediant key, 

with effective use of Cb, the minor 3rd interval being retained and thus reproducing 

Beethoven’s intervallic relationship (C–Eb). Beethoven uses the submediant key at 

the beginning of his cadenza to op. 37 to destabilize the harmonic movement, and 

here the effect is the same, as Liszt has not taken time to establish the tonic key for 

the first statement of theme 1. 

As table 9.5 shows a number of modulations are effected by enharmonic and 

semitonal means, with the theme 1 material in the bass and sweeping arpeggio figures 

in the treble, arriving (in bar 24) in the bII, Db. In the same way that Beethoven 

creates an agitated momentum in the tutti with this interval, Liszt propels the 

movement forward in his cadenza, having encapsulated two bars into two chords. 
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Intense chromaticism is a feature of the theme 2 development with the extremely 

unstable meanderings leading to section 3 (see table 9.5). 

The final section exhibits some similarities with the final section of Beethoven’s 

cadenza. Theme 1 material is treated in an imitative manner by the outer parts and the 

density of the trill material builds towards the re-entry of the orchestra. Liszt’s 

idiosyncrasies include a written out trill texture, ending with the multiple notes 

between the hands in the last four bars, and an increase in volume, accented 

articulation and wedges, and an explosive climax with a sudden quaver rest before the 

resolution of the coda. 

The very features that mark this cadenza out as a product of the mid-nineteenth 

century – the dramatic close and Liszt’s love of chromaticism and enharmonic 

changes – occur as a natural development of Beethoven’s form. 

The first section combines the same rhythmic motifs in a similar manner to that 

of Beethoven. Semitonal progressions and movements in 3rds are common to both 

cadenzas resulting in a similarity of harmonic shape.  

Both cadenzas share a significant arrival point in the key of Db, although 

Beethoven uses this as a point of expansion into improvisatory-sounding fantasy 

material, unlike Liszt, who quotes passagework from the movement (bars 199–210), 

making it sound carefully composed or structurally contained. By combining the 

soloist’s material with some of the orchestral colouration at this point, Liszt shows 

himself to be a master of adaptation of the orchestral textures, and to be capable of 

reduction to the essence of the motif in combinations, which further the development.  

He exploits the similarities of themes 1 and 2 so comprehensively that theme 3 

derivations are not required. Individualised transformation is achieved through 

chromaticism into the dolce character. The sensitive use of dynamic shaping and 
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tempo indications from the movement reinforce an underlying sense of structure, for 

example where sf markings from the movement are carefully maintained that shape is 

reproduced at the beginning of the cadenza. Whilst the character of the final section is 

transformed dynamically to become the opposite of what Beethoven achieves, 

motivically it is very similar. Liszt’s trill is written out rather than resembling a 

conventional classical-period trill, and even his dramatic chordal ending has its 

predecessor in Beethoven’s humorous touch at the end of cadenza no. 3 for op. 15 (of 

which Liszt is unlikely to have had first-hand knowledge).77 

As was noted above, Czerny’s cadenzas contain a number of similarities with 

those of Beethoven. Some of these could be attributed to the fact that not only had 

Czerny heard his teacher improvise, but that he had heard him playing cadenzas for 

these works. This was not so in the case of Liszt and therefore his tightly knit and 

thoughtfully structured account arises directly result from an understanding of 

Beethoven’s style. Furthermore, even with the one or two unmistakeably Lisztian 

touches, he has succeeded in creating a structural extension to the movement along 

the lines of that created by Beethoven. If he was capable of learning the concerto in 

one night in 1839, he was certainly capable of assimilating the style sufficiently to 

improvise something that sounded very similar to this written down version. 

Liszt’s cadenza is the product of a period during which there was a fundamental 

change in the perception of the virtuoso pianist.78 As the century progressed, there was 

an increasing desire to see the “Romantic” virtuoso and artist as a model or hero, and 

it was this view of Beethoven that Liszt was so eager to identify with and embody. 

                                                
77 Unless he had borrowed the autographs from Haslinger (for which there is no evidence), or Czerny 
had communicated something of Beethoven’s habits to him. 
78 For more detail, see Dahlhaus, Nineteenth Century Music, 1–53, and Alexander Ringer, “The Rise of 
Urban Musical Life between the Revolutions, 1789–1848”, in The Early Romantic Era, edited by 
Alexander Ringer (Englewood Cliffs, NJ: Prentice Hall, 1990), 1–131. 
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Liszt represents the new virtuosity, yet his artistic desires for organic unity have 

enabled him to create a cadenza that remains true to the principles of his forebears. 

 

9. 2. 5. The Impact of Changes in Piano Technology 

 

The whole sound world and tonal quality of Liszt’s cadenza would have 

changed enormously from all of those previously discussed, as the piano of the 1850s 

has taken on the characteristics of the modern concert grand. Although Viennese 

makers were slower to adopt the changes, by the time of the Great Exhibition in 

London in 1851 modern features such as the iron frame and a range of CC–f4 had 

become more or less standardized on grand pianos.79 These alterations affected the 

styles of piano playing and introduced Vienna to the new style of virtuosity. In the 

foreword to Paderewski’s Memoirs George Bernard Shaw makes reference to another 

of Czerny’s well-known students and the way in which he had obviously adapted his 

touch: 

Leschetitzky, the greatest teacher of that day, realised that a steel piano needed steel 
fingers to play it. He taught Paderewski a touch undreamt of by Wieck or Kullak, and 
made him the Stalin of the iron grand. Paderewski did not know that this was a 
novelty in London.80 
 

Shaw was obviously not entirely happy about these developments however: 

… the steel concert grand is a hateful instrument: the cardinal fact of which Busoni 
was aware. Possibly Schnabel knows it too; for neither of them cultivated the 
Leschetitzky touch.81 
 

                                                
79 For more details about piano developments in the nineteenth century, see Appendix III. It is from the 
English piano that the modern piano evolved. In the years 1770–1825, composers of primary 
importance were using Viennese instruments, but in the 1830s and 1840s the English school rose to 
prominence. For more detail, see Alec Cobbe, A Century of Keyboard Instruments 1760–1860: 
Catalogue of the Exhibition at the Fitzwilliam Museum, Cambridge 5 July–31 August 1983 (Yattendon: 
A. Cobbe, 1983). 
80 Ignace Jan Paderewski and Mary Lawton, The Paderewski Memoirs (London: Collins, 1939), 15–16. 
George Bernard Shaw also wrote of Paderewski: “When he played the Emperor Concerto the 
difference between him and all his rivals was that he played it presidentially.”; ibid., 17. 
81 Ibid., 16. 
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Leschetitzky was part of a group of new virtuosi that included Hummel and 

Kalkbrenner, and Moscheles, the next figure to be considered in this study. 

 

9. 3. Ignaz Moscheles: Background and Legacy 

 

Ignaz Moscheles (1794–1870) was born three years after Czerny. His early life 

was spent in Prague, where he studied piano with Dionysius Weber. From an early 

age he appreciated the music of Beethoven, but his teacher was less enthusiastic: 

… [Dionysius Weber] reminded me of his instructions and warned me against 
playing or studying eccentric productions before I had developed a style based on 
more respectable models. Without paying heed to instructions, however, I laid 
Beethoven’s works on the piano, in the order of their appearance, and found in them 
such consolation and pleasure as no other composer ever vouchsafed me.82 

 

In 1808, Moscheles moved to Vienna and studied counterpoint with Albrechtsberger 

and composition with Salieri. He met Beethoven for the first time in the music shop of 

Domenico Artaria. In June 1814, Moscheles was asked to provide the piano reduction 

for Beethoven’s Fidelio, and he worked closely with the composer on this. 83 

 By this time, he was a well-known virtuoso pianist in Vienna, and he 

continued to be regarded highly throughout his life.84 Beethoven himself, perhaps 

surprisingly, was somewhat dismissive of Moscheles’s talents. Wenzel Tomaschek 

records Beethoven commenting “Good Heavens! He plays prettily, – apart from that 

he’s a … He will never come to anything”,85 and when the English pianist Cipriani 

                                                
82  Thayer, Deiters, Riemann, Ludwig van Beethoven’s Leben, 2, 146. The translation is taken from 
H.C. Robbins-Landon, Beethoven: A documentary Study, translated by Richard Wadleigh and Eugene 
Hartzell (Zurich: Universal Edition, 1970), 100. 
83 Robbins-Landon, Beethoven, 100. 
84 “Moschèles’ command of the instrument is truly astonishing, whether considered in relation to force, 
delicacy, or rapidity.”; John Sainsbury, A Dictionary of Music and Musicians, from the earliest ages to 
the present time, 2nd edition, 2 vols (London: Sainsbury & Co., 1827), 1, 183. 
85 Beethoven: Letters, Journals and Conversations, edited and translated by Michael Hamburger 
(Westport: Greenwood Press Inc., 1978), 132. 
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Potter86 asked Beethoven about Moscheles in 1817 the reply came back: “Don’t ever 

talk to me again about mere passage players.”87 Not all musicians were as dismissive 

as Beethoven. Grieg wrote: “He could and did play beautifully. Specially fine were 

his renderings of Beethoven whom he adored”,88 and Schubert “was indifferent to 

Moscheles as a composer; but he had a high regard for his bravura and the clarity of 

his playing”.89 

In his travelling years, Moscheles was one of the earliest pianists to promote the 

sonatas of Beethoven, and he remained a loyal and supportive colleague of Beethoven 

throughout his life. In 1844, he gave three concerts in Vienna consisting of a number 

of his own compositions, and Beethoven’s op. 73 concerto as well as the sonata in 

Ab.90 

 Moscheles also considered himself fortunate to maintain links in the later 

years with Beethoven’s circle, meeting in 1844 with Baroness Ertmann, a pianist who 

had been well regarded by Beethoven.91 

In 1825, Moscheles settled in London teaching at the Royal Academy of Music. 

By the 1840s, he had become very aware of the fact that he was caught in the 

transition between Classicism and Romanticism and that the type of virtuoso playing 

that he had spearheaded had been superseded by a newer style, as the following quote 

from the diary of his student William Mason shows: 

                                                
86 Cipriani Potter (1792–1871) gave the first performance of op. 37 in England in the Philharmonic 
Concert of Monday 8 March 1824, conducted by Sir George Smart. The Musical Times reported it 
thus: “Beethoven’s Concerto in C minor, written upon the plan of Mozart’s concertos,– in which the 
band does not act as a mere auxiliary, but is essentially and equally a part of the composition, – is a 
very masterly production full of learning and elaboration, and not without effect for the many, for it has 
some passages that are intelligible to all hearers. Mr Potter did ample justice to it, and introduced a 
well-considered, appropriate cadence, at the point d’orgue, which gained him great praise.”; The 
Musical Times and Singing Class Circular, 16 (London: Novello & Co., 1824), 77. 
87 Forbes, Thayer’s Life of Beethoven, 2, 683. 
88 Wilson Lyle, A Dictionary of Pianists (London: Robert Hale, 1985), 194. 
89 Otto Eric Deutsch, Schubert: Memoirs by his Friends, 68. 
90 Emil F. Smidak, Isaak-Ignaz Moscheles, 141. 
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The playing of Moscheles was in a direct line of descent from Clementi and Hummel, 
and just preceded the Thalberg school. Moscheles was fond of quoting these 
authorities and of holding them up as excellent examples for his pupils. He advocated 
a very quiet hand position, confining as far as possible, whatever motion was 
necessary to finger and hand muscles; and by way of illustration he said that 
Clementi’s hands were so level in position and quite in motion that he could easily 
keep a crown-piece on the back of his hand while playing the more rapid scale 
passages.92 

 

Moscheles more or less gave up public performances at this time, and in 1846 he 

accepted a teaching post at the Leipzig Conservatoire, becoming Director after 

Mendelssohn’s death. This brought him into the circle of the Schumanns, and he 

performed with Clara on a number of occasions. 

Over his career, Moscheles was active as a performer, composer, teacher, and 

editor. His close connection with Beethoven was well known, and he edited and 

translated Schindler’s Life of Beethoven 93  and prepared several editions of 

Beethoven’s works.94 He was a most influential teacher, numbering amongst his 

students Thalberg and Grieg. Many of his students also studied with Liszt, who 

regarded Moscheles as an exponent of a style of playing that had passed out of 

fashion: 

[Liszt] says that I, as one of the pillars of piano-forte playing, am indispensable. I call 
myself the connecting link between the old and the new school.95 

 

  

9. 3. 1. Moscheles and the Tradition of the Cadenza 

 

The tradition of receiving applause at the end of the cadenza rather than at the  

                                                
92 William Mason, Memories of a Musical Life (New York: Century Co., 1901), 57. 
93 Anton Schindler, Life of Beethoven, translated and edited by J. Moscheles, 2 vols (London: Henry 
Colburn, 1841). 
94 The complete works – Vienna: Haslinger, 1834, and London: Cramer, Beale & Co., 1858; the piano 
sonatas – Stuttgart: Halberger, 1858. 
95 Charlotte Moscheles, Life of Moscheles, 2, 265. 
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end of the work goes back to the eighteenth century.96 From a letter dated 10 July 

1829 in which Mendelssohn describes a private run-through of his concerto for two 

pianos in E (MWV 05) with Moscheles as the other pianist, it would seem that 

Moscheles was not only well acquainted with the practice, but prepared to compose a 

cadenza: 

When it was all over, all said it was a pity that we made no cadenza; so I at once hit 
upon a passage in the first part of the last tutti where the orchestra has a pause, and 
Moscheles had nolens volens to comply and compose a grand cadenza. We now 
deliberated amid a thousand jokes, whether the small last solo should remain in its 
place, since of course the people would applaud the cadenza.97 
 
 

Moscheles’s diary entry for 3 December 1846 shows however that he was 

prepared to improvise when playing solo: “I played Beethoven’s Concerto in C-minor 

at the Gowandhaus [sic] with my own improvised cadenzas.”98 By 1853, Moscheles 

was composing cadenzas again, this time with a pedagogical aim. In this respect, his 

intentions were similar to Czerny’s: 

Meanwhile I employ myself writing cadenzas for Beethoven’s Concertos, which 
Senff intends to publish. Of course, self-reliant artists, able to write for themselves, 
have no need of these; they can follow their own inspirations. I hope, however, to 
make myself useful to less gifted executants …99 

 

 A later diary entry, of 1857, (already quoted in the introduction to this chapter) 

reveals that Beethoven’s cadenzas did not find favour with Moscheles.100 This stands 

in contrast to his report of Mendelssohn at a Philharmonic concert in 1844: 

He played himself Beethoven’s ‘G major Concerto,’ improvising splendid 
cadenzas...101 

 

                                                
96 “M. Quantz bore no other part in the performance of the concertos tonight, than to give the time with 
the motion of his hand, at the beginning of each movement, except now and then to cry out bravo! to 
his royal scholar, at the end of solo parts and closes …”; C.P.E. Bach, Essay, 6. 
97 Felix Mendelssohn, Letters, edited by G. Seldon-Goth (London: Paul Elek, 1946), 53. 
98 Smidak, Isaak-Ignaz Moscheles, 155. 
99 Charlotte Moscheles, Life of Moscheles, 2, 248–49. 
100 Ibid., 259. 
101 Ibid., 118. 
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Perhaps the reason that Moscheles did not care for Beethoven’s cadenzas was because 

his own more modern style of virtuoso display relied on the effects of the 1850s 

piano, on its powers of contrast and projection, new tonal colours and keyboard range, 

which Beethoven did not have at his disposal. Moscheles was writing his cadenzas 

almost fifty years after Beethoven,102 and as the discussion below will show, his 

compositions indicate less concern with the overall form of the work and more 

attention to the effect of the moment as achieved by the new means he had at his 

disposal. 

 

9. 3. 2. Moscheles’s Cadenza for op. 15 

 

 This cadenza (Annexe of Musical Examples, example 27) is 96 bars in length, 

although at bar 77 Moscheles has added that there is an option to make a cut in the 

cadenza.103 Moscheles was clearly writing for publication purposes, as the quote from 

his diary above shows, and therefore must have been confident that a range of seven 

octaves was going to be standard, because the range of the cadenza spans FF to g4. 

His cadenzas reflect the rise in levels of ability in amateur pianists. Whilst still 

expecting them to be used by players who did not have the ability to improvise, they 

are of a considerably higher degree of technical difficulty than Clementi’s Musical 

Characteristics, the set of preludes and cadenzas discussed in chapter 2, or the 

                                                
102  Published (Leipzig: Senff, 1855).  
103 “Zur Verkürzung dieser Cadenz kann man hier mit Hinzufügung der zwei letzen Takte schliessen.” 
(“To shorten this cadenza, one can finish here, by adding the last two bars.”) 
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Twenty-five Preludes for the Piano by Girolamo Masi104 designed for amateurs fifty 

years earlier.105 

 Table 9.6 shows a number of similarities between Moscheles’s cadenza and 

Beethoven’s cadenza no. 3 for op. 15. The cadenza shares its tripartite form with 

those of Beethoven, and demonstrates particular similarities with the structure of 

Beethoven’s third cadenza for this concerto due to the order of appearance of the 

motifs. The choice of thematic material for development is the same. 

This cadenza shows knowledge of Beethoven’s written-down cadenzas. As 

Moscheles arrived in Vienna after Beethoven had finished performing this work, he is 

unlikely to have heard Beethoven’s performance solutions, but as his diary entry of 

1857 above showed he had borrowed the manuscripts from Haslinger. Despite this, 

there are three main differences in style discussed below.  

Moscheles uses a number of keys common to Beethoven’s scheme (for example 

at bar 42 the triplets (derived from the theme 3 material) appear in the same key as in 

Beethoven’s third cadenza) but because he generally does not settle in them, he is 

forced to rely on quick changes through the same keys over and over to retain the 

listener’s interest. 

Quite a lot of material is quoted from or reminiscent of Beethoven’s third 

cadenza rather than the movement itself, and therefore the development possibilities 

have been compromised. Examples of this include the left-hand chords in bars 2–6 

(from bars 85–94 of Beethoven’s cadenza). 

 

                                                
104 Girolamo Masi, Twenty-five Preludes for the Piano Forte, most of which may be used as Cadenzas 
etc. (London: Monzani & Co. for the author, [1807?]). 
105 With the opening of conservatoires across Europe (Paris, 1795, the Royal Academy of Music, 1822, 
and the Leipzig Conservatoire, 1843) and changing social conditions making travel easier, many people 
were (particularly women) were able to further their musical studies abroad in a way that had not 
previously been possible. 
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Table 9.6 Harmonic and Thematic Outline for Moscheles’s Cadenza for op. 15 

 
Section1 
 
Bar 1   2  3  4 5 6 9 10 
Introductory passage Theme 1      passagework 
Harmony I  IV V7 of II  V7 of IV IV V7 of V V IV iv 
Bass Line C F A  Bb  A C G F 
 
 
12  15  16  18 19 
    modulatory  
bVI  V7 of bIII   VIIo VIIo-V7 
Db Cb Bb  Eb-Db-B-A F# A   F 
 
 
Section 2 
 
20  24 28 31 32   37 42 
Theme 2     sequential passagework  Theme 3 triplet motif 
bVII  bvii bvi V7 of iv iv   V VII 
Bb   Db E F   G B 
 
 
44 45 47  48 54 58 59 60 61 
     Theme 1  
II bIII V7 of II  I bVI VII VIIo iv V7 of V 
D Eb D  C Ab F G Ab A 
 
 
Section 3 
 
62  68 72 74 76 77 78 86-96 
Theme 3   Theme 1     trills/scales 

16/3  VIIo III   V7 of V V V7  
G   E-F E F F#-G Ab  D G G 
 
 

The cadenzas of Beethoven, particularly no. 3 for op. 15, achieve a certain 

amount of expansiveness on account of their extended fantasy passages. Instead, 

Moscheles uses semiquaver passagework as connective tissue, which on account of its 

chromatic nature bears some resemblance to shapes in the work, but at times is fairly 

generic. He relies on the contrasting nature of the themes rather than effective use of 

contrasting derivation (a feature of not only the work, but also of the cadenzas by 

Beethoven, Czerny and Liszt) with the result that a lot of passagework is required to 

effect the section changes. A V7 arpeggio at bar 15 sets up the listener for the 
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expected appearance of the second subject in the key of Eb, as Beethoven does in the 

tutti at bar 47, or at the parallel point in his second cadenza, where, having arrived on 

a Bb V7, he goes on to use theme 3 material. Moscheles is unable to proceed in such a 

direct manner however, because he does not exploit the similarity of the themes with 

motivic development. A further example is the treatment of the theme 2 material in 

bars 28–30 in the bVI, the key that Beethoven uses in his third cadenza (bar 36). This 

leads into some sequential motivic passagework in bars 32 to 42 and the pace of 

modulation is quick, with its mixture of diminished and dominant 7ths creating two 

harmonic changes per bar, but this is the only way in which Moscheles creates a sense 

of novelty. In the final section Moscheles carries on with the derivative material from 

theme 3, combining the triplets with the semiquaver passagework where in bar 100 of 

his cadenza no. 3 for op. 15 Beethoven has again been able to employ a direct 

statement of his theme 3 material as previously the passages between sections were 

extended with bars of trills and figuration which allows the tension to dissipate and 

the contrast to be more evident. 

 

9. 3. 3. Moscheles’s Cadenza for op. 19 

 

This cadenza (Annexe of Musical Examples, example 28) makes no reference to 

Beethoven’s cadenza for op. 19. Moscheles eschews the fugal aspect of Beethoven’s 

work for a more lyrical and at times light and humorous approach. The cadential trill 

shows a carefully staged arrival in the final bar. 

The cadenza is 74 bars long and is divisible into three sections. From the 

opening it relies heavily on chromatic progressions and enharmonic changes, but the 

chromatic movements here are not the ones derived from the Ab–F#–G wedge as set 
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up in the movement (see section 5.2). The cadenza contains a considerable amount of 

theme 1 material (see table 9.7), and Moscheles uses the lyrical, legato sections of 

theme 1 (section 5.2, figure 5.10) throughout the cadenza, allowing the dotted figure 

to frame the cadenza, as four introductory bars at the beginning, and to mark the final 

drive to the end, from bar 63 leading to the trill. This makes a clear textural distinction 

within the cadenza itself, but lacks the effectiveness of Beethoven’s fugal entry that 

sets the soloist apart from the orchestra at the beginning of the cadenza with such a 

marked effect.  

 Unlike Beethoven, Moscheles uses the second subject material extensively. It 

makes its first appearance almost immediately at bar 6 in a gentle manner in the key 

of Cb major, gathering expressive and dramatic momentum, driven by the triplet 

figures and the constant modulation. The detached pairs of crotchets become more 

marked in character as they are set against the flowing passagework. 

 

Table 9.7. Harmonic and Thematic Outline of Moscheles’s Cadenza for Beethoven’s op. 19. 

Section1 
 
Bar 1  5   6   20  29 
Theme 1a extended arpeggiation Theme 2/modulatory  
Harmony I6/4 bVI (V7)     V7 of bVII V7of V 
Bass Line F Gb (F#)   Cb (B)   G  C 
 
Section 2 
 
31  40  44 47  49  51 55 
Soloist’s theme Theme 2/1b       passagework 
V  I  i bVI (V7) V7 of IV 16/4 V7 
F  Bb  bb Gb (F#)  G  F F 
 
Section 3 
 
63  74 
Theme 1a            Scale and trill 
V7 
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 In the second section at bar 31, after a modulation into the key of F major, there 

is a statement of the soloists theme in the key that it appears in the development 

section of the movement. It is treated in the manner of a lyrical second subject, and 

there is some evidence of motivic development here, but the five-note quaver patterns 

do not derive their shape from those in the movement. Theme 2 makes a second 

appearance in bar 39, beginning with a statement in the bass line. Moscheles develops 

this by changing its character, giving it the detached marcato style associated with the 

theme 1a material, and contrasting it with fragments of lyrical theme 1b. 

The third section at bar 63 is marked by a very long V7 preparation. The 

addition of a few flats throughout this passage serves to deflect impact of the 

resolution momentarily, but never has a sufficiently strong impact for sight of the end 

goal to be lost.  

Whilst this cadenza adopts more motivic material from the movement than that 

for op. 15 and shows some evidence of development, its impact is weakened by the 

excessively long amounts of passagework, and it too relies largely on constant shifts 

in modulation to maintain the musical interest rather than developing the long-range 

relationships as established in the movement. 

 

9. 3. 4. Moscheles’s Cadenza for op. 37 

 

At 107 bars in length, this cadenza (Annexe of Musical Examples, example 29) 

is almost twice as long as that of Beethoven (58 bars). 106  Again there is a 

                                                
106 The pianist Mark Hambourg made a recording of op. 37 in 1929 in which he plays Moscheles’s 
cadenza. In the recording bars 28–46 are omitted, which does affect the symmetry of the composition. 
He has no qualms about making the required harmonic adjustment to the rising scale, and alters the 
left-hand rhythmic pattern in bars 50 and 53. The final chord is altered to a dominant seventh. For 
further discussion of this, see chapter 10, section 10.2. 
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predominance of theme 1 material (see table 9. 8), as in the movement and 

Beethoven’s own cadenza.  

The cadenza begins with the opening scales of the movement, as do most 

cadenzas for op. 37 (Beethoven’s being the exception); it is a convenient way of 

altering the texture dramatically to distinguish the thinner writing for the soloist from 

the preceding chords. Beethoven’s cadenza for op. 37 demonstrates a new direction in 

his compositional style, with its greater complexity of thematic development. 

Moscheles acknowledged that this concerto was one of the works of Beethoven that 

had the greatest effect on him (see above) and that shows in his response to the text in  

 

Table 9. 8. Harmonic and Thematic Outline of Moscheles’s Cadenza for Beethoven’s op. 37. 

 
Section 1 
   
Bar 1  4  16 19 
Theme 1a modulatory  modulatory 
Harmony i6/4   i 
Bass Line G Ab  c 
 
 
Section 2 
 
28  32    36  40 
Theme 2  passagework from concerto Theme 2  passagework 
I      i 
A major      A minor 
 
 
44  46  50  58 
  Theme 2  passagework Theme 2 
V7 of VII I    VI (of C minor) 
Bb  Bb major   Ab 
 
 
Section 3 
 
71  99 107 
Theme1/triplets  trill 
i  V7 
c  G 
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this cadenza. As table 9.8 shows the extensive passagework of the previous cadenzas 

has gone, but Moscheles still relies on a great deal of modulation via chromatic 

relations that have not been set up in the movement; the key relationships are 

therefore not similar to those of the movement. The opening submediant statement of 

theme 1a refers to Beethoven’s cadenza opening rather than the concerto text. 

Contrasts are obtained by juxtaposing passages from the concerto rather than through 

intricate motivic development, and without the constant tonic-dominant reiteration of 

the work the martial character has been lost. 

 

9. 3. 5. Moscheles’s Cadenza for op. 58 

 

The cadenzas for both op. 37 and op. 58 offer evidence that Moscheles wrote 

down his cadenzas in the way that Beethoven may have done – starting with the lower 

opus numbers first. Moscheles has responded to the later concertos by offering a more 

tightly knit composition with a greater dependence on the motivic material than on 

passagework and display. For the first time in this cadenza (Annexe of Musical 

Examples, example 30), there is use of motivic material, which is taken from 

orchestral passages rather than from the soloist’s part. Uniquely, in the final section, 

Moscheles adopts Beethoven’s practice of developing motifs simultaneously. 

The range of the keyboard is thoroughly explored here, and much is made of the 

upper range in particular, with a high point of C#4 being reached. In general the 

tessitura reflects that of the concerto. 

 Table 9.9 below shows that Moscheles’s cadenza exhibits the same 

predominance of theme 1 material found both in the movement and in Beethoven’s 

cadenzas. However the opening flourishes and the ff and risoluto markings are very 
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different in character to the openings of both cadenzas nos. 1 and 2 by Beethoven and 

the p dolce markings from the beginning of the work.  

 The thick chordal textures are very orchestral in style, and rather than setting 

the soloist apart from the climactic moment at bar 346 they continue in the dramatic 

style. Something of Beethoven’s imitative element is picked up at bars 12–16, but 

with its contrasting registers this passage gives the impression of being more 

concerned with the virtuoso display of hand crossing than with any serious motivic 

development. 

 

Table 9.9. Harmonic and Thematic Outline of Moscheles’s Cadenza for Beethoven’s op. 58. 

 
Section 1 
 
Bar 1   2 4  6 12  13 14 
Theme 1a/flourishes  
Harmony I6/4  vi V7 of IV iv V7 of bV bV 
Bass Line D  e B  c   Db D 
 
 
15 16  20 
bVI V7 of bVII V7 of III 
Eb E  F# 
 
 
Section 2 
 
22  26 28  29 30 34 39 49 
Theme 2   modulatory V7 of II Theme I  
iii  V    II bVII II 
b  D   E A F A C# 
 
 
Section 3 
 
50 53  59 60   67 68  69 
 Theme 1a/2  
I6/4   V7 VIIo/V7 modulatory VIIo/descending trills 
D       C-B Bb-A-G#-G F# 
 
 

Where Beethoven achieves a sense of space and expansion between the sections 

of his cadenzas by using trills or fantasy material, in bars 16–21 Moscheles instead 



 282 

creates contrasts between sections with repetition of the motif, changing register, a 

change in dynamic from ff together with sf markings, and an Adagio marking at bar 

21. 

The first occurrence in one of Moscheles’s cadenzas of a motif that does not 

appear in the piano part is at bar 22; it is taken from the tutti theme 2 (bars 29–32). It 

is accompanied by a pattern of Moscheles’s creation that is then developed in quite a 

prominent manner.  

There is no room in this cadenza for development of the lyrical theme 3. There 

is a reliance on the key of A major (chord II), the key Beethoven chose for the middle 

section of cadenza no. 2, and its modal relation A minor reminiscent of this theme as 

it appears in the concerto.  

The arrival at bar 49 marks the end of the second section with dramatic pauses, 

and a C# ushers in a p statement of theme 1, a difference of character that marks out 

this section from what went before. The intensity builds, as theme 1 is set against 

theme 2 (bar 52). In bar 65 the tonal relations are not carefully thought out, or there is 

an editing mistake, with F# in the treble and Gb in the bass. Crossed hands abound in 

this passage, a device of which Beethoven was very fond. 

Whilst Moscheles noted his lack of enthusiasm for Beethoven’s cadenzas in his 

diary (see above), it is clear by the time that he was writing the cadenza for op. 58 his 

style of cadenza writing had changed and that he had taken notice of more of 

Beethoven’s principles. The excessive passagework has gone and has been replaced 

by motivic development. The opening flourishes even resemble some of the fantasy-

type explorations that Beethoven makes in his cadenzas. His modulations provide 

evidence of an awareness of the key scheme of the concerto. Motifs are still 
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accompanied by shapes that are not derived from the work, however, and there are 

still some connection passages that are generic. 

This cadenza – and only this one of Moscheles’s cadenzas – demonstrates a 

point of importance for this study: that Moscheles on at least one occasion modelled 

his writing on the long-range goals and motivic connections evident in Beethoven’s 

cadenzas after he borrowed them from the publisher Haslinger. 

 

9. 4. Emerging and Diverging Schools of Piano Playing: Setting Clara 
Schumann in context 

 

 

In all aspects of his performance Liszt became the point of comparison against 

which everyone else measured themselves. As Clara Schumann once said on hearing 

Liszt: “I sobbed aloud, it overcame me so. Beside Liszt, other virtuosos appeared so 

small, even Thalberg.”107  

Liszt’s biggest rival was Thalberg, who came from the school of Moscheles. 

Thalberg’s style was allied to the classical school, notwithstanding the bravura touch. 

Clara Schumann was able to be enthusiastic about his exquisite touch, but pointed out 

that “higher poetry” was beyond him. 108  In a letter dated 30 March 1840, 

Mendelssohn compared Liszt and Thalberg and thereby defined the two schools of 

piano playing: 

A fantasia by Thalberg (especially that on [Rossini’s] Donna del Lago) is an 
accumulation of the finest and most exquisite effects, a crescendo of difficulties and 
embellishments that is astonishing. Everything is so calculated and so polished, and 
shows such assurance, skill and superlative effects. At the same time the man has 
incredibly powerful hands and such practiced, light fingers that he is unique. 

Liszt, on the other hand, posses a certain suppleness and differentiation in his 
fingering, as well as a thoroughly musical feeling that cannot be equalled. In a word, I 

                                                
107 Harold C. Schonberg, The Great Pianists: From Mozart to the Present (New York: Simon & 
Schuster, 1987), 170. 
108 Ibid., 185. 
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have known of no performer whose musical perception so extend to the very tips of 
his fingers and emanate directly from them as Liszt’s do. With his directness, his 
stupendous technique and experience, he could far have surpassed the rest, were not a 
man’s own thoughts in connection with all this the main thing.109 

 

9. 4. 1. Clara Schumann 

 

Referred to by the poet Grillparzer as the “innocent child who unlocked the 

casket in which Beethoven buried his mighty heart”110 Clara Schumann (1819–1896) 

also laid claim to passing on the tradition of Beethoven playing, playing her part in 

the promotion of his music. Clara was taught by her father Friedrich Wieck, a piano 

salesman, who corresponded with Czerny, and had met Beethoven.111 By the age of 

nine, Clara was performing in public with concertos of Mozart and Hummel in her 

repertoire. Although Mendelssohn preceded her with performances of Beethoven 

sonatas in public112 Clara took her programming very seriously and in 1837 she 

performed the ‘Appassionata’ sonata in Berlin in its entirety in public for the first 

time. Her performances were from memory, and she was the first pianist to perform 

this feat, which aroused mixed reactions. Bettina von Arnim, a friend of Beethoven, 

compared her rather unfavourably with Czerny’s pupil Döhler: 

With what pretension she seats herself at the piano and plays without the notes! How 
modest, in comparison, is Döhler, who places the music before him!113 

 
Before her marriage to Robert Schumann in 1840, Clara’s programmes included 

concessions to popular taste, but afterwards the change in programming was decisive, 

                                                
109 Ibid., 185. 
110 Ibid., 238. 
111 Excerpts from a letter Wieck wrote after meeting Beethoven in 1826 were published in Dresden in 
1873 and have been translated in Oscar Sonneck, ed., Beethoven: Impressions of Contemporaries (New 
York: G. Schirmer, 1926; reprinted New York: Dover, 1967), 207–09. 
112 In Berlin in 1832, on November 9 and December 1, Mendelssohn performed Beethoven’s 
‘Waldstein’ sonata (op. 53), and the Eb sonata (op. 27, no. 1), apparently the first occasions these 
sonatas had been played in public; see Schonberg, The Great Pianists, 237. 
113 Ibid., 238. For Theodor Döhler (1814–56), see Lyle, A Dictionary of Pianists, 78. 
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and she established the pattern of a recital as it known today with works by Bach, 

Scarlatti, Mozart, Chopin, Beethoven, Mendelssohn, Schubert, and Schumann.114 The 

importance of this aspect in her programming for this study is the way in which she 

introduced these new works through improvisation. 

 

9. 4. 2. Clara Schumann’s Improvisation 

 

Improvisation, or ‘preluding’, was expected of a concert pianist on the stage in 

the first part of the nineteenth century, and Clara Schumann actively engaged in 

this.115 Her own piano studies had commenced without her learning to read music in 

her first year. Friedrich Wieck had taught her by rote, and she learned to play 

cadential progressions in all keys, and to transpose and improvise.116 The preludes that 

preceded larger works were a regular feature of her concerts. They could be used to 

try out an instrument, warm up, focus the mind of the performer on the work to 

follow, establish the key, or to display technique, and this was a practice that 

continued well into the middle of the twentieth century (as the recorded example by 

Josef Hofmann discussed in chapter 10 of this study shows). Clara began her daily 

practice sessions every day in this manner, and a note from her daughter Marie 

Schumann that is attached to the autograph copy of her preludes explains something 

of the process: 

 

                                                
114 Liszt had been the first to give this type of recital, but had given up public concerts by 1848. For 
more information on this point, see Pamela Susskind Pettler, “Clara Schumann’s Recitals, 1832–1850”, 
19th-Century Music, 4 (1980), 70–76. 
115 Section 2.7. of this study refers to examples published for amateurs. 
116 See Nancy B. Reich, Clara Schumann: The Artist and the Woman, revised edition (Ithaca and 
London: Cornell University Press, 2001), 21 and 281, and the chapter “Concerning Elementary 
Instruction In Playing the Piano”, in Friedrich Wieck, Piano and Song (Didactic and Polemical): The 
Collected Writings of Clara Schumann’s Father and Only Teacher Translated by Henry Pleasants 
(New York: Pendragon Press, 1988), 11–19. 
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Interlaken, February 1929 

In the last year of her life, our mother, at our request, wrote out the exercises she 
played before her scales, with which she began her practice daily, as well as a few 
preludes of the kind she was in the habit of improvising before the pieces, quite freely 
on the spur of the moment; she also did this publicly, and one could get an idea of her 
frame of mind from the way in which the harmonies flowed into her work.117 

 

Clara Schumann herself wrote about the procedure: 

I would like to write out the preludes that I always play before my scales but it is so 
hard because I do it differently each time, as it occurs to me as I sit at the piano.118 

 

It is possible to tell from these preludes that her practice was to introduce the new 

repertoire that she was presenting in the concert hall with carefully thought out 

procedures. These include the use of thematic material and elements of the tonal 

structure derived from the pieces they precede.119 This procedure is carried through 

into her cadenza writing, as will be demonstrated below. 

In 1878, Clara took her first teaching post as head of the piano department at the 

Frankfurt Conservatoire and she remained there until 1892. A number of artists who 

became well known studied with her, and the most famous of these were Fanny 

Davies, Adela Verne, Leonard Borwick, Nathalie Janotha, and Franklin Taylor. 

Franklin Taylor described her technical approach and the quality of her sound: 

Nothing ever sounded harsh or ugly in her hands; indeed, it may fairly be said that 
after hearing her play a fine work (she never played what is not good) one always 
became aware that it contained beauties undiscovered before. This was, no doubt, 
partly due to the peculiarly beautiful quality of the tone she produced, which was rich 
and vigorous without the slightest harshness, and was obtained, even in the loudest 
passages, by pressure with the fingers rather than by percussion. Indeed, her playing 
was particularly free from violent movement of any kind; in passages, the fingers 

                                                
117 Valerie W. Goertzen, “Setting the Stage: Clara Schumann’s Preludes”, in In the Course of 
Performance: Studies in the World of Musical Improvisation, edited by Bruno Nettl and Melinda 
Russell (Chicago: University of Chicago Press, 1998), 237–60, here 237. 
118 Berthold Litzmann, Clara Schumann: Ein Künstlerleben nach Tagebüchern und Briefen, 3 vols 
(Leipzig: Breitkopf & Härtel, 1910), 3, 601 (diary entry for October 1895). The translation is taken 
from Goertzen, “Setting the Stage”, 243. 
119 For an in-depth discussion on this point and musical examples of the preludes that preceded the 
works of Schumann, see ibid., 249. 
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were kept close to the keys and squeezed instead of striking them, while chords were 
grasped from the wrist rather than struck from the elbow.120 

 
Eduard Hanslick the critic wrote about her in this way: 

Brought up on Bach and Beethoven, she has become so much at home in the thoughts 
of august composers that she finds profound beauties where others find only riddles. 
... In one or another aspect of virtuosity she may be surpassed by other players, but no 
other pianist stands quite as she does at the radial point of these different technical 
directions, focusing their respective virtues on the pure harmony of beauty. Although 
mere correctness is hardly her objective, it forms the essential basis on which she 
builds. To give a clear expression to each work in its characteristic musical style and, 
within this style, to its purely musical proportions and distinctions, is ever her main 
task.121 

 

As the last surviving pianist performing in a classical style, Clara Schumann can be 

seen to share musical interests – Bach and Beethoven – with Moscheles, and she was 

part of the circle in Leipzig with Mendelssohn and Moscheles. They performed 

together as Moscheles’s diary entry for 21 October 1840 records: 

S. Bach’s ‘Triple Concerto’ with Madame Schumann, Felix [Mendelssohn] and me 
[Moscheles] – judge how it went.122 

 
 
Of Clara’s Beethoven playing Moscheles wrote: 

Madame Schumann played Beethoven’s ‘Bb Major Concerto’ to great perfection; I 
felt this to be a real atmosphere of art.123 

 

 Clara’s relations with Liszt on the other hand were always strained. In 1854, 

they collaborated at the Karslruhe Music Festival with Liszt conducting and Clara as 

soloist in Schumann’s A minor concerto.124 Although she once said of Liszt “He has a 

great soul; one may say of him, ‘His art is his life.’”,125 she reciprocated his 

                                                
120 Schonberg, The Great Pianists, 241. 
121 Eduard Hanslick, Hanslick’s Music Criticisms, translated by Henry Pleasants (New York: Dover 
Publications Inc., 1988), 48–49. 
122 Charlotte Moscheles, Life of Moscheles, 2, 80. 
123 Ibid., 2, 160. 
124 For a catalogue of Liszt’s conducting activities between 1840 and 1884, see Alan Walker, Franz 
Liszt, 289. This was the only occasion that Liszt conducted a pianist who was not his student; the only 
other female pianist he conducted was Martha von Sabinin, who had studied with both him and Clara 
Schumann. 
125 Litzmann, Clara Schumann, 1, 199. The translation is taken from Reich, Clara Schumann, 196. 
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friendliness with coldness and eventually outright hostility. Clara took offence at 

Liszt’s choice of programming126 and his attitude towards the music he performed in 

public, since her father had taught her that it was her duty as an interpreter to play in a 

manner as close as possible to the spirit and intention of the composer. Her 

seriousness of purpose would always have set her apart from those with virtuoso 

aspirations.  

 This is apparent in her cadenzas for Beethoven’s piano concertos and is one of 

the reasons that they have become much-loved additions to the repertoire from the 

time of their publication. The cadenza for op. 37 was written in 1868 and published in 

Leipzig in 1870.127 Her two earlier cadenzas for op. 58 (one each for the first and third 

movements) originate from the year 1846.128 Tovey gives the cadenzas for op. 58 the 

following recommendation: 

… obviously a bad cadenza is the very appendicitis of music; and unfortunately 
Beethoven himself subsequently scribbled some astoundingly bad cadenzas to this 
most ethereal work. Clara Schumann’s cadenzas are better, but feverishly 
Schumannesque; and a good musician is justified in doing his own best.129 

 

 

                                                
126 Clara’s marriage diary of December 1841 records: “On the 16th, Liszt played for the last time and 
performed Beethoven’s E-flat Major Concerto masterfully, but then he played the Robert–Fantasie [on 
Meyerbeer’s Robert le Diable] in dreadful taste, and after that, the Galopp [Liszt].” See Berthold 
Litzmann, Clara Schumann: An Artist’s Life, Based on Material found in Diaries and Letters, 
abbreviated English edition translated by Grace E. Hadow, 2 vols (London: Macmillan, 1913), 200. 
Clara Schumann herself however was not beyond embellishing Beethoven’s Eb concerto, as a concert 
review of 1844 reports: “Der Vortrag des Beethoven’schen Es dur-Concerts war in der That ein 
meisterhafter; in geistreicher Auffassung und Ausführung eines solchen edeln und genialen Werkes hat 
Frau Dr. Schumann ausser Mendelssohn wohl nicht ihres Gleichen; dazu ist die Reinheit und Glätte 
ihrer Passagen ohne Tadel, und die Verzierungen weiss sie mit einer solchen Grazie hinzuhauchen, 
dass wir sie unbedenklich als eine Meisterin in dieser feinen Arbeit bezeichnen können.” (“In the event, 
the performance of Beethoven’s concerto in E flat major was a masterly one; in the intelligent 
conception and execution of such a noble and inspired work, Frau Dr. Schumann probably has no equal, 
with the exception of Mendelssohn; in addition, the clarity and smoothness of her passagework are 
beyond reproach, and she knows how to apply ornaments with such grace and delicacy, that we can 
unhesitatingly designate her a mistress in this (type of) refined playing.”, translation by Dr. Joseph 
Spooner); “Leipzig, den 6. December 1844”, Allgemeine musikalische Zeitung, 46, no. 50 (11 
December), 842–44. 
127 Leipzig: Rieter-Biedermann, 1870. 
128 Michael Rische, ed., Beethoven Kadenzen (Mainz: Schott, 2007), foreword. 
129 Tovey, Essays in Musical Analysis, 3, Concertos, 80. 
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9. 4. 3. Clara Schumann’s Cadenza for op. 37 

 

On 3 November 1868 Clara Schumann made the following entry in her diary: 

I played Beethoven’s C minor Concerto for the first time (which seems hardly 
credible) with real delight. I made a cadenza for it, which I really do not think is bad. 
This concerto was very hackneyed at one time, and that is why I did not study it; now, 
one seldom hears it.130 

 

 This cadenza is 89 bars in length (Annexe of Musical Examples, example 31). 

The most noticeable difference between this cadenza and Beethoven’s is the lack of 

the fantasy-type scales and arpeggios that connect the sections and create a sense of 

expansion in Beethoven’s cadenza. Clara Schumann’s cadenza therefore has a very 

tightly knit character, partly as a results of the following similarities to Beethoven’s 

cadenza (see table 9.10 for details): 

1) the predominance of theme 1 material; 
2) the resulting large proportion of tonic-dominant material; 
3) the similar keys of Bb major and Db in the second section; 
4) the combination of thematic motives; 
5) an extended final trill section leading back into the coda. 

 

The range of this tripartite cadenza is EEb–c4, making it very similar to that of 

Beethoven (FF–c4). The opening arpeggiation maintains the 6/4 harmony, which is an 

unusual step, with most other cadenzas opting for the scales from the opening of the 

solo passage. 

Other similarities can be seen in the choice of thematic material to develop. 

Whilst there is no room for derivations of theme 3, a chromatic sequence ushers in the 

arrival of a derivation of theme 1 in contrasting p espressivo tranquillo mode at bar 

17; this is a quotation of the soloist’s melody from bar 146 in the movement. It is 

                                                
130 Litzmann, Clara Schumann, 3, 225. The translation is taken from Clara Schumann: An Artist’s Life, 
translated by Grace E. Hadow, 2, 261. The performance was in Bremen. 
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somewhat static here at first, but with the addition of the accompanying triplets in bar 

21 it not only gains momentum, but flows into the next motif at bar 27, taken from the 

soloist’s figuration in the development section of the movement. 

  

Table 9.10. Harmonic and Thematic Outline of Clara Schumann’s Cadenza for Beethoven’s op. 37. 

 
Section 1 
 
Bar 1  2 5 7 11   17   
Opening flourish Theme 1                                                                         Soloist’s theme 
Harmony i 6/4 i VI VIIo i                              III  
Bass Line g                         Ab                          Eb Db C Bb Ab Gb F G         Ab A Bb Cb 

 
 
 
31 32 33 34 35 

 
Section 2 
 
40  42  43 44 

    1g Theme 2 Themes 1a/2 Theme1 derivations 

 
G#-G F#-A# B-Bb A Bb 

                         VII                                       iv 
Bb  G-F  E  f 

 
 
45 46 48 50   52 53 54 60 61 62 63          64 
 
 bvi                       III          VIIo                      V7          i             III–IV    V           VI           vii 
 Eb          D           Eb   C   D-C B-Ab G Eb-F G-A  B C-C#       D 
 
 
 

65 66 70    72 74 76 

 
Section 3 

78  89 
 
 

trill/Theme 1 

i           bii          V7 (V of V)  V7   VI i 6/3   V7 

Eb-E  F D–Eb       G –Ab    F#-G-Ab-G-F# 
 

g 

  

 There are a number of passages reminiscent of the textures in the movement, 

and some direct quotes such as bar 35 (from the solo piano passage at bar 192). A trill 

and a flutter of scales at bars 38–39 refer to the ossia passage at 194–95 and introduce 

theme 2 at bar 40, the start of the second section. 
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The key of Bb remains here, but only for a fleeting two bars, before it is 

interrupted by further motivic development of theme 1 material. In combination here 

are quotations from bars 318 of the solo part, the rhythmic motif of theme 1a (with 

which it is interspersed in the development of the movement, bars 315–21), and the 

triplet winding figure. At bar 54 there is the first hint of a V7. The section is marked 

con bravura and is derived from two corresponding passages in the movement (199–

201 and 375–80). Theme 1 material again leads into the arpeggios (bars 62–69), 

which appear first in the development section of the movement (bars 295–306). As 

the climax of this chromatic passage on bII Db dies away, a return to the development 

figure combining the orchestral motif with the piano solo (movement bars 315–20) 

ushers in the first appearance of a trill at bar 78, the start of the third section. This is 

over 1 6/3 harmony. The trill alternates with passage work, and this is all set over 

theme 1a material. A brief appearance of the V7 in bar 89 leads into the coda. 

With its restrained pitch range and carefully worked out modulations, this 

cadenza gives the impression of a very carefully composed homage to Beethoven and 

the classical style. Chromaticism is an important element and is relied on heavily for 

modulation, but the underlying compositional impetus here is quotation. This cadenza 

is almost entirely composed by combining motives directly from the movement. The 

universal appeal of Clara Schumann’s cadenzas131 rests on her decision to do this, and 

because of the resulting unified character of cadenza and movement. It must have 

been a conscious decision on her part to create something as obviously composed as 

her cadenzas are, because her ability to improvise, as noted above, is well 

documented. This decision displaces her however from the true line of descent from 

Beethoven. Whilst she avoids the pitfalls of the dated passagework and modulations 

                                                
131 A number of pianists have chosen to perform and record op. 37 and op. 58 with Clara Schumann’s 
cadenzas. This will be discussed in more detail in the next chapter. 
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of Moscheles, she has stepped aside from Beethoven’s challenge to transform and 

develop the motifs. Yet her choice of themes for elaboration is similar to that of 

Beethoven and shows her understanding of his style through personal insight and 

knowledge of his works. 

 

9. 4. 4. Clara Schumann’s Performing Legacy 

 

Though I admire the G major just as much as the others, I always feel it is better 
played by a woman. It is, in my opinion, the feminine concerto of the three. 

 
These are the words of the pianist Mark Hambourg writing about Beethoven’s 

concerto op. 58, to which we will return in chapter 10. He raises an interesting 

question both about nineteenth-century performance practice and Beethoven’s 

compositional process. Having established a newly dramatic direction with the C 

minor piano concerto op. 37, with all the “masculine” military associations of the 

previous two concerti expanded and presented in a more mature fashion, Beethoven 

abandoned this direction for a far more introverted and intensely expressive work. 

Hambourg clearly did not play the work, and neither did Liszt;132 there is also no 

record of Czerny having performed it. 

According to Rosen, it is Beethoven who “… raised the prestige of the sonata 

form to an eminence that made it the major challenge to every composer for more 

than a century to come.”133 As sonata form became an icon, its privileged musical 

status mirrored privileged social groups, and thus it found greater resonance with the 

                                                
132 See Conradi’s catalogue of works performed by Liszt cited in n. 72 above. In his diary for the years 
1884–86, August Göllerich notes one performance by of op. 58 by an unnamed pianist (possibly Mele 
Paramanoff) on 13 July 1885, and two performances of op. 58 by an unnamed female pianist 
accompanied by Liebling, using Liszt’s edition, on 20 and 29 July 1885; Göllerich, The Master Classes 
of Franz Liszt, 88, and 89 and 91 respectively. In August 1885, the first movement op. 37 was 
performed by Elsa Sonntag with Liszt’s cadenza on Monday 17, and Arthur Friedheim played op. 73 
on Sunday 30; ibid., 97 and 102. 
133 Charles Rosen, Sonata Forms, revised edition (New York: W.W. Norton & Co., 1988), 1. 
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male composer than the female composer. A.B. Marx first articulated the concept of 

masculine and feminine themes in 1845,134 and in relation to sonata form he writes: 

The second theme … serves as contrast to the first, energetic statement, though 
dependent on and determined by it. It is more of a tender nature, flexibly rather than 
emphatically constructed – in a way, the feminine as opposed to the preceding 
masculine.135 

 

As has been explained earlier, Beethoven’s piano concertos not only contain a 

predominance of theme 1 material but the all of the themes are closely motivically 

related. The first three piano concertos are constructed primarily of robust themes 

with a military character and this is reflected in their scoring. The fourth piano 

concerto takes a new lyrical direction in spite of its closely related thematic material, 

and it is this character that began its nineteenth-century associations with femininity. 

It is Beethoven himself who introduces this idea into his first cadenza. This is 

the only cadenza written by him in which simultaneous motivic development is used. 

The opening (see chapter 8, table 8.2) contains theme 1 material in combination with 

the underlying accompanying theme 2 material. The rhythmic similarities of themes 2 

and 3 have probably led Beethoven to favour the choice of theme 3 as contrasting 

material, but the opening section is suffused with the character of theme 2. In her 

cadenza to op. 58 Clara Schumann not only develops theme 2 in bars 29–44, (see 

figure 9.1) but also uses this section to flow into the lyrical derivation of theme 1 tutti 

material (bar 14 of the movement) combined with the triplet accompaniment of the 

soloist’s theme (from bar 105). This is not a thread developed by Beethoven in any of 

his cadenzas, yet it is a logical and stylish exploration of motivic material given to the 

soloist, and one that reinforces the movement’s lyrical character further. 

                                                
134 A.B. Marx, Die Lehre von der musikalischen Komposition, 8 vols (Leipzig: Breitkopf und Härtel, 
1845), 3, 273. 
135 Translation from Peter Bloom, “Communications”, Journal of the American Musicological Society, 
27 no. 1 (Spring 1974), 161–62. Bloom translated the fifth edition (1879) of A.B. Marx’s Lehre, but the 
German wording is the same as the 1845 edition. 
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The cadenza for op. 37 displays a similar compositional approach. Its 

predominance of theme 1 melodic material reflects Beethoven’s own choice of 

thematic subject matter. Whilst theme 2 material does make an appearance (see table 

 

Figure 9.1  
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9.10), it is limited to a brief statement at the beginning of the second section, and very 

quickly appears in combination with theme 1 rhythmic patterns, thereby increasing 

the complexity of the texture. 

In her efforts to assimilate the style of the composer Clara Schumann can thus 

be seen to eschew the feminine approach to the arrangement of subject matter in the 

op. 37 cadenza, but to recognise Beethoven’s new direction in op. 58. 

A brief comparison with the some aspects of the cadenza for op. 58 by Clara 

Schumann’s close friend and colleague Brahms reveals even further the extent of her 

achievement.  

 

9. 4. 5. The composer as pianist 

 

 Johannes Brahms (1833–97) showed an interest in composing cadenzas for 

performances early in his life with cadenzas written for Mozart’s concertos K. 453 

(WoO 13) K. 466 (WoO 14) K 491 (WoO 15) and a cadenza for J.S. Bach’s D minor 

concerto BWV 1052 (WoO 11). His cadenzas for the first movement and rondo of 

Beethoven’s op. 58 concerto were first performed in 1855, 136  and published 

posthumously in 1907. 137  The cadenzas by Brahms and Clara Schumann were 

therefore possibly written at a similar time, and for the same purpose, but the result is 

very different. Brahms was not a great virtuoso in the style of Clara Schumann or 

                                                
136 Margit L McCorkle, Johannes Brahms. Thematisch-Bibliographisches Werkverzeichnis. 
Herausgegeben nach gemeinsamen vorarbeiten mit Donald M. McCorkle (G. Henle Verlag: Munich, 
1984), 526–27. The cadenza for the first movement of Beethoven’s piano concerto op. 37 in C minor 
so often attributed to Brahms is in fact the cadenza by Moscheles (see section 9. 3. 5. in this study). For 
details of the history of misattribution see George Severs Bozarth, “A Brahms Cadenza by Moscheles”, 
The Musical Times, 121, no. 1643 (January, 1980), 14. 
137 Johannes Brahms, 2 Cadenzen zu Beethoven’s Klavierkonzert in G dur Op. 58 (Berlin: Deutschen 
Brahms-Gesellschaft m. b. H., 1907).  
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Liszt. Hanslick described his playing as “more like a composer than a virtuoso,”138 

and the concerns of the composer override those of the pianist in his cadenza. Firstly, 

his respect for the compositional prowess of Beethoven led him to quote large 

sections of Beethoven’s music, and secondly, his piano writing lacks a certain 

virtuosic flair that might have emanated from the most able and confident performer 

(see example 32 Annexe of Musical Examples).  

 

Figure 9.2. Brahms’s cadenza for op. 58. 1st movement. MS. M. Deneke Mendelssohn c. 10, p. 2.139 
 
 

 

© Bodleian Libraries, University of Oxford. 
 
 

                                                
138 Henry Pleasants, trans., Hanslick’s Music Criticisms, 85. 
139 The manuscript comprises four loose leaves with a pagination of 1–7 pencilled in the top right hand 
corners of each page by a previous owner. The page with ‘2’ on it is the recto of the first leaf. The 
Bodleian Library retains the numbering system that was in place when the manuscript was acquired, 
and requires the page numbers to be cited. 
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 This cadenza is unusual in that Brahms does not adopt the theme 1 material for 

the opening bars, instead using a passage from bar 60 of the opening tutti. However, 

unlike Clara Schumann’s cadenza the rest of the material is predominantly theme 1 

material. The tonic-dominant axis is very strong throughout and Brahms avoids a 

statement of theme 2, choosing instead to elaborate the motif introduced into the solo 

part of the concerto movement at bar 105. There is very little simultaneous motivic 

development, and the punctuating rhythms and angular shapes lack the close-knit 

unity and sense of assured display that Clara Schumann was able to create. Brahms’s 

rather self-conscious compilation of motives and orchestral textures even resulted in 

the BACH musical cryptogram which connects the first section to the contrasting 

subject at bar 37 (see figure 9.2). 

 The cadenzas examined in this chapter were written by pianists and composers 

claiming to have a special relationship with the music of Beethoven. The nature of 

their relationships with Beethoven, whether as pupil, colleague, or reverential 

interpreter, has been examined to see whether this influenced their cadenza writing 

and their understanding of Beethoven’s musical style. It now remains for the final part 

of this study to examine the legacy of these pianists both in terms of their cadenza 

writing and performance in the early years of the recording era at the beginning of the 

twentieth century.  
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Chapter 10 

 
Early Recorded Cadenzas and Changing Traditions 

 

Chapter 9 demonstrated the ways in which the two schools of piano playing 

descending from Beethoven through Czerny and Moscheles both laid claims to 

maintaining the tradition of Beethoven playing, and how these claims could be related 

to their practices in cadenza writing. Chapter 10 will now examine the ways in which 

these traditions were further maintained throughout the nineteenth and early twentieth 

centuries, taking advantage not only of the published works but also of the legacy of 

recordings. 

To understand the meaning and context of the word tradition, let us turn first to 

Carl Dahlhaus who explains it thus: 

‘tradition’ … can either refer to the legacy of the past that has survived unquestioned 
into the present or to a conscious assimilation of this legacy.1 … The notion of 
tradition changes character. It can either reveal “standards once considered natural in 
equal proportion to their conventionality to be by-products of history that we can alter 
or discard at will; or, by engendering a sense of detachment from tradition, it creates 
problems for the once seemingly straightforward process of assimilation by raising 
doubts as to whether the process does justice to the material content of the past on the 
one hand or to the current situation on the other”.2 
 

In terms of cadenza writing tradition can be seen as a conflict between whether the 

pianists should attempt to reconstruct the past (i.e., the original type or form of 

Beethoven’s cadenzas), or whether they should continue to develop Beethoven’s 

materials in an appropriate but new manner, achieving an improvisatory virtuosic 

character, whilst retaining the spirit of the work. The developments that take place 

                                                
1 Carl Dahlhaus, Foundations of Music History, translated by J. Bradford Robinson (Cambridge: 
Cambridge University Press, 1983), 64. 
2 Ibid., 65. 
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within the cadenza clarify the relationships within the movement, giving a closer 

understanding of the content of the whole work.3 

Dahlhaus goes on to claim that: 

… an awareness of the historical remoteness of a piece of music can become part of 
the act of perception without thereby belittling or obstructing the aesthetic qualities of 
the work.4 

 
As the cadenzas discussed in the previous chapter show, composers have responded 

with varying degrees of historical awareness as they search for ways in which to 

enhance the concerto. This process continued into the twentieth century, where 

aesthetic dilemmas increased as the possibilities of stylistic incongruities grew even 

greater. 

The previous chapter of this study analysed works by well-known virtuosos 

and improvisers of the day in an attempt to see if their claims of a special relationship 

with Beethoven could be upheld through their compositional practices. As 

Beethoven’s own cadenzas remained unpublished for over fifty years, pianists 

continued writing their own cadenzas and publishing them, and in recent years there 

has been a revival in the art of improvising and publishing new cadenzas. A brief 

examination of some of the works by the first generation of recording artists will 

show the way in which these musicians, who were still claiming a connection to 

Beethoven, demonstrated this in their understanding of the role of the cadenza in his 

concertos. Observations by pianists who have written or improvised their own 

cadenzas will complete the study. Table 1 Appendix I demonstrates the direct teacher-

pupil relationships descending from Beethoven through Czerny, and the teacher-pupil 

relationships of Beethoven’s colleague and friend Moscheles.
                                                
3 See Dahlhaus’s explanation of Gadamer’s way of thinking. “Verstehen (understanding) in history 
means achieving a rapprochement between the demands of tradition and the historian’s own 
assumptions: a text is not ‘understood’ until one reaches an ‘understanding’ with it about its material 
content.”; Dahlhaus, Foundations, 59. 
4 Ibid., 60. 
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Moscheles’s colleagues and their students are also represented here, with the pianists 

that will be discussed in further detail in this chapter, to indicate not only the 

chronology of the lines of descent from Beethoven, but also the beginnings of 

traditions of piano playing and composition being passed down, and of techniques 

merging. 

 

10.1. The Pupils of Liszt in Performance and in Print in the Twentieth 
Century 

 

The “Great Tradition” of piano playing is an idea that seems to have started 

with Liszt, as a result not only of his performances, but also of his imaginative 

keyboard compositions.5 Liszt’s pupils continued to show great commitment to the 

works of Beethoven and to maintain the idea of the tradition, not only in performance 

but also in the type of language used to portray the connection.6 This is summed up by 

the words of Edwin Fischer (see Appendix I) in a series of lectures he gave on 

musical interpretation in 1929. Fischer refers to Eugen d’Albert, a pianist who was 

born in Glasgow7 and settled in Germany, studying with Liszt. D’Albert made no 

commercially available electrical recordings of Beethoven’s works,8 but was a noted 

                                                
5 See Kenneth Hamilton, After the Golden Age: Romantic Pianism and Modern Performance (New 
York: Oxford University Press, 2008), 10. 
6 For instance, in his study Life and Liszt, Arthur Friedheim, a favoured pupil of Liszt and his private 
secretary during the Weimar years, reports the story of the consecration kiss in the chapter entitled 
“Génie Oblige”: “Beethoven was in the audience, and at the end of the program the Master went to the 
little Franz and kissed him on the forhead.”; Friedheim, Life and Liszt, 65. 
7 Eugen [Eugène] Francis Charles d’Albert (1864–1932). See Wilson Lyle, A Dictionary of Pianists, 
18. 
8 There is a piano roll of op. 58 made c.1906 by the Ludwig Hupfield Aktiengesellschaft. There is also 
a recording of a radio broadcast of the first movement of op. 73. Eugen d’Albert (piano), Bruno 
Seidler-Winkler (conductor), Berlin Radio Orchestra. First Movement. Op. 73. Live broadcast 1 
December 1930. Bln. 329/333 1X1130. Symposium (1046) 1988. British Library, National Sound 
Archive, 1CD0028847. 
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interpreter of his music, producing cadenzas for the first and third movements of op. 

58,9 and editions of the piano concertos that are still published by Peters today. 

A phenomenon such as d’Albert cannot be explained in terms of himself alone. There 
was Beethoven who influenced Czerny. Czerny, in his school of piano playing 
described how Beethoven played. In his edition of Bach’s Well Tempered Clavier he 
set down that part of Beethoven’s interpretation of the Bach fugues which remained 
in his memory – can we not then take it as almost certain that Czerny passed on to his 
favourite pupil, Liszt, all that he knew of Beethoven? And Liszt was the teacher of 
almost all great pianists of the preceding generation. When we heard d’Albert we 
reaped the spiritual fruits of many men – and so a long chain reaches back to the 
beginnings of the art, and tradition is in this sense no empty word.10 

 

On the evidence of Edwin Fischer’s description of the line of tradition, the 

spiritual element of those connections were maintained and asserted, even in the early 

twentieth century. More evidence of this comes from Frederic Lamond, another 

Glaswegian pianist, born in 1868,11 who was also a student of Liszt, and was 

renowned for his Beethoven interpretations. Lamond recalls his first meeting with 

Liszt, in Weimar in 1885, in language redolent with awareness of tradition: 

Suddenly the door of his bedroom opened and there before me stood the man who as 
a child had received the kiss of consecration from the mighty Beethoven himself.12 

 

Lamond went on to declare: “Beethoven was my god – the creed of my life – my one 

and all.”13 Lamond made the first commercially available recording of op. 73, in 

1922.14 It took thirteen years for all five of Beethoven’s piano concertos to be added 

to the catalogue by other pianists (the fourth played by York Bowen,15 the third by 

                                                
9 Berlin: Bote & Bock, 1893. 
10 Edwin Fischer, Reflections on Music (London: Williams and Norgate Ltd, 1951), 16. 
11 Frederic Lamond (1868–1948). 
12 Frederic Lamond, The Memoirs of Frederic Lamond (Glasgow: Maclellan, 1949), 67. 
13 Ibid., in a letter dated 2 September 1901, 121. 
14 Recorded on 4 and 27 April, with Eugene Goossens (conductor) and the Royal Albert Hall Orchestra. 
In the September 1925 issue of The Gramophone, reference is made to this recording: “Such a 
recording could hardly be bettered.”; John F. Porte, “Gramophone Concerto Interpretations”, The 
Gramophone 3, no. 4 (September 1925), 175. A recording of the second movement of op. 73 was made 
by Frank La Forge, the Leschetizky pupil in 1912. 
15 1925. This will be discussed in more detail below. 



 302 

William Murdoch,16 with recordings by Wilhelm Backhaus17 and Artur Schnabel18 

following). Lamond believed in the value of his lineage: 

It is always a great personal satisfaction to have been a pupil of Liszt … Liszt was a 
pupil of Czerny who had been a pupil of Beethoven.19 

 
Whilst there is no doubt that by the time Lamond met Liszt as a seventeen year 

old, Liszt was presiding over masterclasses of young people of all abilities from all 

over the globe who wished to claim that they had studied with Liszt. Yet only a small 

number of these students were right to recognise their own musical value, among 

them Lamond, who stated: “… I am the last pupil of distinction left …”,20 and was 

allowed to travel with Liszt for a year: 

I played all the principal pieces of my repertoire at those lessons in Weimar, and 
followed Liszt to Rome and again to London in April, 1886.21 

 
Lamond also had the advantage of lessons with Liszt’s pupil of earlier years (and one 

time son-in-law) Hans von Bülow: “His example, his admonitions, his lessons – I 

never paid him one penny for the many priceless things he taught me.”22  

                                                
16 William Daniel Murdoch (1888–1942) (piano), with Hamilton Harty (conductor), and the Symphony 
Orchestra. Recorded in 1926, Columbia (L1686 –L1689). Murdoch was an Australian-born pianist and 
writer who spent his adult life in England; see Ferruccio Bonavia and Frank Dawes, “Murdoch, 
William”, Oxford Music Online: Grove Music Online; 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/19372, accessed 19 December 
2014. 
17 Wilhelm Backhaus (b Leipzig, 26 March 1884; d Villach, 5 July 1969). See Bryce Morrison, 
“Backhaus”, New Grove, 2nd edition, 2, 447. Recording of piano concerto no. 5, op. 73 (‘Emperor’): 
HMV (DB 1198–1201), 1927, conducted by Sir Landon Ronald, with the Royal Albert Hall Orchestra. 
Recording of piano concerto no. 4, op. 58: HMV (DB 1425–28), 1930, conducted by Sir Landon 
Ronald, with the London Symphony Orchestra. 
18 Recording of piano concerto no. 5, op. 73 (‘Emperor’): HMV (DB 1685–99), 1932, conducted by 
Malcolm Sargent, with the London Symphony Orchestra. Recording of piano concerto no. 1, op. 15, 
and “Für Elise”: HMV (DB 1690–94), 1932, conducted by Malcolm Sargent, with the London 
Symphony Orchestra. Recording of piano concerto no. 4, op. 58: HMV (DB 1886–89), 1933, 
conducted by Malcolm Sargent, with the London Philharmonic Orchestra. Recording of piano concerto 
no. 3, op. 37: HMV (DB 1940–44), 1933 conducted by Malcolm Sargent, with the London 
Philharmonic Orchestra. Recording of piano concerto no. 2, op. 19: HMV (DB 2573–76), 1935, 
conducted by Malcolm Sargent, with the London Philharmonic Orchestra. 
19 Lamond, as cited in the sleeve notes of the 1998 reissue of Lamond’s Beethoven recordings by 
Biddulph (LHW 42 and 43). 
20 Lamond, Memoirs, 63. 
21 Ibid., 70. 
22 Ibid., 44–45. 
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 Lamond makes reference to the two musical factions in Frankfurt at the time, 

with the rivalries between the schools of Liszt (as represented by Hans von Bülow) 

and Clara Schumann.23 Yet he demonstrated his respect for the latter24 in a radio 

broadcast of 1939, when he played Beethoven’s concerto op. 37 with the first-

movement cadenza by Clara Schumann.25 In his 1956 recording of op. 37, the pianist 

Solomon (Solomon Cutner), who studied with Matilde Verne, continued this 

tradition.26 

The idea of direct lineage to Beethoven was expressed by two artists of the 

Leschetizky school whose recordings will be examined below. Artur Schnabel places 

himself as follows: 

D’Albert, with his elemental qualities, had been labelled the ‘Beethoven player’, then 
Frederic Lamond became his competitor and eventually successor. Finally, much later, 
I had the honour to receive this ‘heavyweight title’. We three are more different than 
you can conceive, but Beethoven embraces us all.27 

 

Mark Hambourg simply comments on d’Albert: 

He was a magnificent representative of Beethoven playing, and to hear him interpret 
the Emperor Concerto of Beethoven with the orchestra was a wonderful musical 
experience.28 

 

The globalized interpretations offered by the recording industry today did not exist in 

the mid-nineteenth century. Although virtuosi toured, orchestral musicians spent their 

                                                
23 Ibid., 29–30. 
24 Lamond originally went to Frankfurt wishing to study with Clara Schumann, but she only accepted 
students who had been personally recommended to her. He was unaware of this at the time of his 
audition for Dr. Hoch’s music conservatoire, so was placed with Max Schwarz, a pianist of the Liszt-
von Bülow school; Lamond, Memoirs, 27 and 34. 
25 Piano concerto no. 3, op. 37, broadcast from Radio Hilversum on 29 October 1939, conducted by 
Edward van Beinum, with the Concertgebouworkest; British Library, National Sound Archive, 1CDR 
0000980 and 2CDR 0000058. 
26 Mathilde Verne (1865–1936) studied for six years with Clara Schumann in Frankfurt; Lyle, 
Dictionary of Pianists, 292. Recording of piano concerto no. 3, op. 37: EMI (2061022), recorded on 17 
and 19 September 1956, conducted by Herbert Menges, with the Philharmonia Orchestra. British 
Library, National Sound Archive, 1LP 0148446. 
27 Artur Schnabel, My Life and Music (England: Dover, 1988), 65. 
28 Mark Hambourg, From Piano to Forte: A Thousand and One Notes (London: Cassell and Company 
Ltd, 1931), 162. 
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lives in comparative isolation, and national stylistic differences were therefore more 

marked. Nowadays, musicians expect to reach a working agreement on interpretation. 

In earlier times, musicians of different styles played together without attempting to 

marry styles – for example, Rachmaninov and Kreisler.29 Artists’ response to the new 

medium of recording, and the way in which it affected their performances, as well as 

the roles played by recording and record collecting in musical education, all affected 

the development of taste. The case studies below examine the contribution of early 

recording artists to the legacy of Beethoven performance through their concerto and 

cadenza recordings. 

 
10.2. The Role of Recordings in the Transmission of the Tradition of 

Beethoven Performance 
 

In the early years of the recording industry the works of Beethoven occupied a 

considerable portion of the catalogues. This was for two reasons. One was that the 

artists making the recordings particularly desired to associate themselves with the 

works of Beethoven (as Lamond above). The other was that early record producers in 

the classical sphere had been trained in music appreciation of an existing repertoire 

and therefore a relatively small number of works from the eighteenth and nineteenth 

centuries was recorded.30 It is interesting that two Gramophone interviews of 1928 

with pianists (William Murdoch and Wilhelm Backhaus) note that both chose their 

Beethoven concerto recordings as their favourites. William Murdoch’s interview 

referred to the method of recording. 

“Referring to concerti, it may interest musician gramophonists who are more concerned 
with musical art than technical differences between old and new recording to know that 

                                                
29 See Robert Philip, “Brahms’s musical world: balancing the evidence”, in Performing Brahms: Early 
Evidence of Performance Style, edited by Michael Musgrave and Bernard D. Sherman (Cambridge: 
Cambridge University Press, 2003), 368. 
30 See Andrew Blake, “Recording practices and the role of the producer”, The Cambridge Companion 
to Recorded Music (Cambridge: Cambridge University Press, 2009), 36–53. 
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some of Murdoch’s favourite records of his own performances are those of the 
Concerto No. 3 in C minor of Beethoven, with Symphony Orchestra conducted by 
Hamilton Harty (these records are now withdrawn from the catalogue). I reminded him 
that these were old-style recordings, and he replied, “Yes, but they are still good. I love 
those records and often play them.”31 
 

Wilhelm Backhaus studied with the revered Liszt student d’Albert. He not only 

selected his recording of op. 73, but also offered pertinent observations about the 

process of recording, and about his regard for Beethoven, which perhaps goes some 

way to explaining his emphasis on recording the works of Beethoven in the early 

years of the industry.32 

When asked for his opinion of the gramophone in relation to the pianist’s art he 
replied “I would compare it … to a reproduction of a great painting; while one cannot 
pretend that the full significance of the work is reproduced, the essential spirit is there 
and in its latest developments the gramophone is such a miracle that one must not be 
hypercritical. In recording for it, experience shows that some adjustment of ordinary 
interpretation is necessary to obtain good results; extremes of emphasis, such as an 
excessive pianissimo, must be avoided, for instance, and when this experience has 
been gained the pitfalls which spoil many an otherwise successful record can be 
avoided” ... 
When asked what record he would select if he wished to leave a record of his playing 
for posterity he replied “I think, my records of the Emperor Concerto … I would 
stand or fall by these. I felt a sense of artistic elation when making these records, 
which, exceptionally enough, were completed in a single afternoon … I place 
Beethoven before all others. He transcends them all in dynamic power and his titanic 
spirit and intensity of thought seem to suggest a god or a superman.”33 

 

As mentioned previously, the earliest recording of Beethoven’s concerto op. 58 

was made by York Bowen.34 The Vocalion recording (A. 0237–40) was made in 

September 1925 with Stanley Chapple conducting the Aeolian Orchestra. The release 

of the recording was heralded in a number of advertisements in The Gramophone, 

                                                
31 John F. Porte, “Gramophone Celebrities No. XXII William Murdoch”, The Gramophone, 6, no. 64 
(September 1928), 142. 
32 Lyle notes that Backhaus is the only known pianist whose recording history spans the period from 
cylinder to stereo disc; idem, Dictionary of Pianists, 27. 
33 Richard Holt, “Wilhelm Backhaus”, The Gramophone, 6, no. 66 (November 1928), 233–35. 
34 Edwin York Bowen (1884–1961). Bowen was a student of Tobias Matthay at the Royal Academy of 
Music from 1898 to 1905; Monica Watson, “Bowen, York” Oxford Music Online: Grove Music 
Online; http://www.oxfordmusiconline.com/subscriber/article/grove/music/03757, accessed 21 
December 2014. His earliest known public performance of this concerto was at the Proms, on 28 
September 1919; personal communication from Lewis Foreman, resulting from his own investigations 
with John Lindsay (1926–2002), Librarian of the BBC Symphony Orchestra. 
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showing Vocalion’s commitment to its success. This recording is of interest to this 

study for two reasons. The first is that Bowen recorded his own cadenzas.35 The 

second is the reaction of the critic to these cadenzas, and the way in which the review 

published in The Gramophone36 in September 1925 seeks to educate readers with 

detailed descriptive content. In quite a lengthy article the references to aspects of form 

of the concerto assume a degree of musical knowledge and the use of bar numbers 

from an Eulenburg score encourage serious study. However the reviewer was less 

than impressed with Bowen’s cadenza: 

… then we are plunged into the unnecessary, but apparently inevitable, cadenza in 
which Mr. York Bowen, who, so far, has earned our sincere admiration, shows 
disastrously how he can juggle with Beethoven’s tunes. The result is mildly 
Chopinesque but quite out of the picture; though in linking on to the final section Mr. 
Bowen reminds us he is a good creative artist. The end comes with a rush of scales and 
arpeggios for the piano … 
The piano part is played exceedingly well by Mr. York Bowen. He evidently loves the 
music and his clean technique reveals it in the best light possible. Apart from that one 
cadenza his interpretation seems imaginative and poetical and always that of a well-
equipped musician. 

 

Bowen’s cadenza is 64 bars in length and in it he develops predominantly first-subject 

material. It is divisible into three sections, and the beginning of the second section 

modulates to Bb, just as in Beethoven’s first cadenza for op. 58. While Beethoven 

introduces theme 2 at this point, Bowen uses themes 1a and 1b in counterpoint, 

accompanied by a triplet motif in the left hand. The choice of theme 1 material 

juxtaposed with great swathes of glittering scales and arpeggios is reminiscent of 

Beethoven’s fantasy passages. Theme 2 is not introduced until bar 48, the beginning 

of the final section of Bowen’s cadenza. Much of the development occurs in a fugal 

manner, and in this respect, as well as in the choice of rhythmic motifs and discordant 

                                                
35 Cadenzas for the first and third movements exist in a hand-written copy in the library at the Royal 
Academy of Music (MS 1456, RB 08/51 88502–1001). They were never published. As Lewis Foreman 
has explained, it is a moot point whether Bowen improvised on the recording and wrote the cadenzas 
down afterwards, or prepared them for the earlier Proms performance; personal communication. 
36 N.P., “Analytical Notes and First Reviews”, The Gramophone, 3, no. 4 (September 1925), 190. 
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intervals of a 2nd, the cadenza resembles Beethoven’s second cadenza for op. 58. The 

reference to the “mildly Chopinesque” result above must stem from the full texture 

and the sweeping arpeggiated figures through the range of DD to F#4 of the central 

section of this cadenza. The tonal language of added 7ths and striking diminished 

octaves however has gone beyond that of the nineteenth century. Compton 

Mackenzie’s review of the same recording in the following month reinforces the 

educational aspirations of the journal: 

The balance between the piano and the orchestra is well preserved, and this bears out 
my theory that Beethoven knew more about writing piano concertos than anybody 
before or since. Mr York Bowen scores a definite success, and Mr. Chapple, the 
conductor, is much to be congratulated, except for his handling of the wood-wind … I 
hope that the success of this concerto will tempt the Vocalion Company into giving us 
the Third, which is deliciously melodious and would be very useful for luring 
unconverted readers into the joys of the piano concerto.37 

 
By contrast, just two years later, despite several articles in The Gramophone 

over the years calling for a recording of Beethoven’s op. 37, William Murdoch’s 

release for Columbia was met with far less enthusiasm. A small amount of space is 

dedicated to the review, which lacks the detailed approach given to op. 58. The critic 

also voices his dissatisfaction with the cadenza and makes the following proposal: 

[Beethoven’s] cadenzas are a happy feature of the rondo. That which Murdoch 
interpolates on side four is more agreeable than are most flights of (generally) some 
minor composer’s fancy. The time has come, I think, when any cadenzas save those 
written out by the composer and used as organic parts of the work should be put aside.38 

 

This is a notable early voicing of this view, for it was clearly not indicative of 

performance practice at the time. The recording also demonstrates another interesting 

early twentieth-century practice – a mix-and-match approach to cadenzas with 

cadenzas by Beethoven for the final movement and a cadenza by Reinecke for the 

                                                
37 Compton Mackenzie, “The September Records”, The Gramophone, 3, no. 5 (October 1925), 207. 
38 K.K., “Analytical Notes and First Reviews”, The Gramophone, 3, no. 8 (January 1926), 388. The 
cadenza is by Reinecke, Cadenzen zu classichen Pianoforte-Concerten. Op. 87. (Leipzig: Breitkopf & 
Härtel, 1862–64).  
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first movement. This speaks of a desire by pianists to express a personalised virtuosic 

response in the traditional place, and yet to retain Beethoven’s own material in the 

smaller passages with more of a linking function in the Rondo movements. In the 

recording by Wilhelm Backhaus of op. 58 in 1930 however we see a reversal of this 

process.39 In the first movement Backhaus plays the first cadenza by Beethoven, albeit 

with his own textural changes. Octave expansions broaden the range of the piano and 

brighten the upper register.40 Backhaus plays his own cadenza in the third movement, 

and the entire range of the modern instrument is explored with the most astonishing 

key changes. Beethoven’s rhythmic motifs are the driving force, but Backhaus effects 

an incredibly dark dramatic character change from the buoyant momentum of the 

preceding Rondo and uses the cadenza to foreshadow the start of the coda. 

This is a practice that continued through to the mid-1950s, with the recordings 

by Edwin Fischer (whose own cadenza for op. 15 will be discussed in detail below). 

Having played his own cadenza in the first movement of his recording of op. 58, 

Fischer does not even contain himself by returning to Beethoven’s cadenza in the 

Rondo, or play his own – instead he revels in the virtuosic outpourings of his mentor 

d’Albert.41 

                                                
39 Recording of piano concerto no. 4, op. 58: HMV (DB 1425–28), recorded 25 September 1929 and 
12–13 March 1930, conducted by Sir Landon Ronald, with the London Symphony Orchestra. 
40 Backhaus carries the expansion of octaves into the bass range through into his op. 73 recording. It 
balances the sonorities well and is something that he perhaps deemed necessary with the reduced 
orchestral forces in the recording studio. Recording of piano concerto no. 5, op. 73: HMV centenary 
recording (D 1198–1201), 1927, conducted by Sir Landon Ronald, with the Royal Albert Hall 
Orchestra. 
41 Recording of piano concerto no. 3, op. 37: EMI Records Ltd (matrix nos. 0XEA 568–69, BLP 1063), 
recorded 7 and 14 May 1954 at Kingsway Hall, London, directed by Edwin Fischer, with the 
Philharmonia Orchestra (Allegro con brio cadenza: Edwin Fischer, Rondo Eingang: Beethoven). 
Recording of piano concerto no. 4, op. 58: EMI Records Ltd (matrix nos. 0XEA 580–81, BLP 1067), 
recorded 4, 9, and 14 May 1954, Studio no. 1, Abbey Road, London, directed by Edwin Fischer, with 
the Philharmonia Orchestra (Allegro moderato cadenza: Edwin Fischer, Rondo cadenza: Eugen 
d’Albert). 
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In The Gramophone for March 1927 there is a notice of the forthcoming special 

centenary issue of Beethoven’s piano concerto op. 58 by Parlophone Records. This 

even advertises the cadenzas to be played: 

Karol Szreter accompanied by the Symphony Orchestra. E 10533–6. With cadenzas by 
Anton Rubinstein. “No Concerto in Music gives more unalloyed finely artistic pleasure 
to the listener.” –Ernest Walker.42 

 
Later in the same issue however the critic voices his concerns about these cadenzas: 

But the cadenzas rather worried me; both are long, and both are painstaking rather than 
inspired. Had they been curtailed the only serious blemish in the series of records might 
have been avoided-for the company have had to make two cuts.43 
 

Despite the pleas of the critics, the practice of including other composers’ or 

performers’ cadenzas continued for some years, as the following case studies will 

show. 

 

Selected Case Studies of the Early Recordings 

10.3. Artur Schnabel 

 

The pianist Artur Schnabel (see Appendix I) was the first artist to record a 

complete cycle of concertos and sonatas by Beethoven. The concerto recordings span 

the years 1932–35 and the sonatas were recorded in the period 1936–48. Schnabel 

was the first pianist to record Beethoven’s opp. 15 and 19 concertos. He was fifty 

when he began to record and had not embraced recording technology with the same 

enthusiasm as his near contemporary Wilhelm Backhaus. He differs also from the 

other recording artists of his time, notably Mark Hambourg (see below), as he refused 

to record or perform any overtly Romantic or virtuoso works. Hambourg and 

                                                
42 Advertisement V. The Gramophone, 4, no. 10 (March, 1927). 
43 P.L., “Analytical Notes and First Reviews”, The Gramophone, 4, no. 10 (March, 1927), 415. 
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Schnabel were students of Leschetizky at the same time, and the editorial of The 

Gramophone for November 193344 makes an interesting comparison between them, 

when reviewing Schnabel’s recently released recording of Beethoven’s concerto op. 

37 with the earlier version by Mark Hambourg (see further below): 

I consider the later performance the most convincing example that the gramophone 
provides of the difference between a pianist of talent and a pianist of genius. 

 

By contrast, Leschetizky himself opined of Schnabel: “You will never be a pianist. 

You are a musician …”.45 As a result, Schnabel’s emphasis from early days had been 

on more “serious” repertoire.46 It was the offer from Frederick Gainsberg at HMV to 

make the cycles of recordings that convinced him to enter the studio.47 Schnabel’s 

reservations about recording (as will be seen) were shared with those of his 

contemporaries: 

… recordings are against the very nature of performance, for the nature of 
performance is to happen but once, to be absolutely ephemeral and unrepeatable.48 

 
Another of Schnabel’s observations raises a very interesting thought about reception: 
 

I did not like the idea of having no control over the behaviour of the people who 
listened to music which I performed – not knowing how they would be dressed, what 
else they would be doing at the same time, how much they would listen.49 

 
Fortunately, the appeal of recording a Beethoven cycle drew Schnabel to the studio. 

Schnabel’s recordings of the Beethoven concertos contain only cadenzas by 

                                                
44 Compton Mackenzie, “Editorial”, The Gramophone, 11, no. 126 (November 1933), 210. 
45 Schnabel, My Life and Music, 11. 
46 Years later, Schnabel was to say about Hambourg: “To him Leschetizky could have said: ‘You will 
never be a musician; you are a pianist.’ … He had really elemental qualities. His thunderous octaves, 
incomparable ones, had real fire, were not mechanical. He made a big career, was a very popular 
virtuoso. His style fitted a young man. If, getting older, one remains as one has been as a youth, the 
effect will not be to appear young but out of date – which sounds like a paradox.”; ibid., 25–26. 
47 It was Malcolm Sargeant who with apparently customary wit suggested the real reason that Schnabel 
recorded when they were collaborating on the Beethoven op. 37 concerto: “[Schnabel] sighed and 
groaned, ‘I feel like Prometheus in chains … Oh, why do I make myself a slave and play down to this 
machine?’ … Sargent answered: ‘You do it for the same reason that I and the orchestra do it … 
MONEY’”; Frederick William Gaisberg, The Music Goes Round (New York: Arno Press, 1977), 161. 
48 Nalen Anthoni, sleeve notes for the Naxos reissue (8.110639, June 2001) of the recording of 
Beethoven’s piano concerto no. 3, op. 37, HMV (DB 1940–44) of 1933. 
49 Schnabel, Music, Wit, and Wisdom: The Autobiography of Artur Schnabel, ed., Werner Grünzweig 
and Lynn Matheson (Hofheim: Wolke Verlag, 2009), 230. 
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Beethoven, and this reflects his personal performance practice, although an early, 

quite developed sketch for a cadenza for the first movement of op. 58 shows that this 

may not always have been his intention.50 He notably performed his own cadenzas for 

concertos for which the composer had provided none,51 justifying his decision in the 

following way: 

I have been asked so often why I play my own cadenzas in concertos for which the 
composer had demanded but not provided them. During the period we are referring 
to, the composers did not write cadenzas because they were the only ones to perform 
their concertos. Thus they had no need to write the cadenzas down. So today these 
works don’t have an authentic cadenza. It would have been natural for each performer 
to write his own. A few did, among them musicians who were not performers. The 
majority did not, and instead selected one from the available material which either 
their teachers or their taste deemed best. I play homemade ones, claiming the rights to 
my own errors. 

 

Despite Schnabel’s decision to perform Beethoven’s cadenzas, the critics still voiced 

their dissatisfaction: “The cadenzas to the first and last movements are good, though 

they add little to what we have been told already.”52 

On the recording of op. 58 too, Schnabel plays cadenzas by Beethoven (no. 1 in 

the first movement). The comment above would lead one to believe that the critic did 

not know that he was writing about cadenzas by Beethoven. Later in that same year 

(1933) another critic writes about Schnabel’s recording of Beethoven’s cadenza for 

the op. 37 concerto: 

The cadenza inevitable follows, on side 4. Fortunately, it does not worry, but if it were 
perceived how it so often (at times even when the composer’s invention) upsets the 
balance of thought and form, it would probably be done away with. There is, at best, 
very little to be said for it, if we put music first, a long way in front of the performer.53 

 

                                                
50 “Kadenz zu Beethoven: Klavierkonzert Nr. 4 in G-dur, op. 58”, fragment, c.1900; Berlin, Akademie 
der Künste, Musikarchiv, Artur-Schnabel-Archiv 124. François Mottier, President of the Schnabel 
Music Foundation LLC, thinks that Schnabel did not ever perform a cadenza based on the sketch; 
personal communication. 
51 Mozart, K. 467, K. 482, K. 491. 
52 Referring to the HMV recording of op. 58 (DB 1886–89); C.M.C., “Analytical Notes and Reviews”, 
The Gramophone, 10, no. 120 (May 1933). 
53 Referring to the HMV recording of op. 37 (DB 1940); W.R.A., “Analytical Notes and First 
Reviews”, The Gramophone, 11, no. 125 (October 1933), 181–83. 
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The concerns about balance were still bothering this critic in Schnabel’s 1935 

recording of op. 19 when he wrote: “The longish cadenza is a good specimen, though 

I should have preferred it without its last section.”54 

Schnabel is a particularly interesting figure because of his desire to reflect his 

seriousness of purpose in his choice of material to record. He knew that he was setting 

a precedent and the comments below also hint at the gender issues that had begun to 

affect performances of Beethoven’s concertos in the late nineteenth century: 

During my educational phrase in Vienna until 1899, I never heard, in this most musical 
city on earth, and in the midst of musicians, of the existence of the twenty-eight 
Concertos by Mozart, or Beethoven’s Opus 106 or the Diabelli Variations, or Bach’s 
Goldberg Variations, etc. The G major Concerto by Beethoven was generally labelled, 
among musicians, as the ‘ladies’ concerto. Hardly any of the great pianists ever played 
it. The C minor was only played in conservatories by the lower grades and the C major 
Concerto only by the debutantes. The B flat Concerto was simply unknown.55 

 
 
Schnabel’s observations on Beethoven’s concertos are backed up by the diary kept by 

August Göllerich,56 which records the items performed in the public masterclasses 

given by Liszt from May 1884 until December 1886. At the beginning of each class 

scores were submitted, and Liszt chose the repertoire to be performed. Over this 

period there were performances at two lessons of op. 37 by Miss Sonntag,57 two 

performances of op. 58 by an unidentified female,58 and one by Miss Paramanoff.59 

There were two performances of op. 73, one by Miss Sothman,60 and one by Arthur 

Friedheim.61 Schnabel hints at a possible reason for the apparent lack of Beethoven 

offered by students, when he implies that there was a preference, at least among those 

                                                
54 Referring to the HMV recording of op. 19 (DB 2573–76); W.R.A., “Analytical Notes and First 
Reviews”, The Gramophone, 13, no. 150 (November 1935), 232–36. 
55 Artur Schnabel, My Life and Music, 27. 
56 Göllerich, The Piano Master Classes of Franz Liszt (Bloomington: Indiana University Press), 1996.  
57 Ibid., 97. Göllerich noted that Miss Sonntag performed Liszt’s cadenza. 
58 Noted as “Miss –” and accompanied by Liebling both times; ibid., 89, 91. 
59 Ibid., 88. 
60 In two lessons, the first accompanied by Liszt himself; ibid. 67, 70. 
61 Ibid., 102. 
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of the Leschetizky school, for the more popular late nineteenth-century virtuoso 

works: 

Leschetizky’s limitations showed in his comparative indifference to, or even dislike 
of, the kind of music in which the ‘personal’ becomes just an ingredient of the 
universal. He had, for instance, not much use, or love, or curiosity, for the second half 
of Beethoven’s production. The more glory the music itself emanates, the less it 
leaves for the performer. It was such transcending music which he seemed to evade, 
by instinct.62 

 
Many references to Liszt’s own performances (as shown in chapter 9) and repertoire 

covered with his students show that in the choice of Beethoven’s works Leschetizky 

and Liszt held very different views; 63  perhaps the Viennese view by the late 

nineteenth century was a very localised one. As has been demonstrated already, York 

Bowen and Karol Szreter were prepared to record op. 58 at an early date. Lamond  not 

only performed op. 37, but recorded it with a cadenza by a woman, Clara Schumann. 

Schnabel has another anecdote about op. 58, which he played on his first overseas 

tour to Norway, that makes reference to different nationalistic interpretations: 

I remember this occasion chiefly because in one paper I was criticized for having 
reduced a lion to a well-trimmed poodle.64 

 
Although Schnabel was to make later recordings of Beethoven’s concertos, his first 

cycle is of interest because at this point in his career he stood at the culmination of an 

older tradition of performance, and yet heralded a new era in this still experimental 

medium. 

 

 

 

                                                
62 Schnabel, My Life and Music, 26–27. 
63 There is just one reference to Liszt demonstrating performance of Beethoven’s op. 106 for his 
students: “Eight bars from the Adagio of op. 106 was an absolute revelation: if you did not hear it you 
will never know what penetration, what speech a piano tone is capable of; it really cried out in pain. It 
was as if two great souls greeted each other sorrowfully: the soul of Beethoven and his wonderful re-
creator.”; Göllerich, Piano Master Classes of Franz Liszt, 168. 
64 Schnabel, My Life and Music, 39. 
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10.4. Mark Hambourg 

The earliest recording to be examined in detail in this study is that made by the 

pianist Mark Hambourg of op. 37 in 1929.65 Hambourg was born in Russia in 1879 

and studied initially with his father, who had been a pupil of Nikolai Rubinstein, but 

went to Vienna to study with Leschetizky, another student of Czerny.66 Leschetizky’s 

weekly masterclasses were open, and many distinguished musicians attended: 

… stars of the highest magnitude, such as Liszt and Rubinstein, who came to listen 
and every now and then stayed to play. I was alas too young to have been present 
when Liszt played Strauss Waltzes to the students with a bottle of brandy placed on 
the piano to sustain him. I was there when Anton Rubinstein came, and he nearly hit 
me over the head with his powerful hands, I having wedged myself as close to the 
piano as possible.67 

 

He made his debut in 1894, under Hans Richter with the Vienna Philharmonic in 

Chopin’s E minor concerto. His first discs were made in 1909.68 Hambourg settled in 

London and became friendly with the Moscheles family and his recording of 

Beethoven’s C minor concerto is of particular interest to this study, because 

Hambourg plays the cadenza by Moscheles (Annexe of Musical Examples, example 

                                                
65 Recording of piano concerto no. 3, op. 37: HMV C7416/9, recorded 1929, released May 1930, 
conducted by Malcolm Sargent, with the Symphony Orchestra. The HMV catalogue release notice 
states that “This Concerto is one of the loveliest and most easily appreciated of Beethoven’s works … 
Mark Hambourg, who was to have impersonated Beethoven in a “talkie,” devoted to the life of the 
Master, and Dr. Malcolm Sargeant, give a delightful performance of this engaging work. These 
realistic recordings will, we know, prove immensely popular.”; HMV New Records. 1930. New 
Records for May, London: Gramophone Co. Ltd, 10. 
66 Not all reviews of Hambourg’s playing at the time were entirely favourable. Harold F. Biss states 
that “It is interesting to note that both Moiseiwitsch and Mark Hambourg were pupils of Leschetizky, 
but how greatly they differ, both as regards technique and interpretation! Moiseiwitsch as a Chopin 
exponent plays with restraint and fine feeling, but Hambourg plays his works with as much delicacy as 
would be expected from a cave man with a taste for originality.”; Harold F. Biss, “Another Review of 
Piano Records,” The Gramophone, 2, no. 8 (January 1925), 280. A later review makes reference to the 
large number of recordings he made: “Mark Hambourg is an admittedly useful man. He records 
excellently and plays anything you like in an easy penny-in-the-slot manner which necessarily must 
appeal to many, and this helps in popularising good piano music. But I bear him a personal grudge, 
namely, that I never know what to write about him. And he is there every month.”; C.J. “Analytical 
Notes and First Reviews”, The Gramophone, 6, no. 62 (July 1928), 62. 
67 Mark Hambourg, The Eighth Octave: Tones and Semi-tones concerning Piano-playing, the Savage 
Club and Myself (London: Williams and Norgate Ltd, 1951), 82. 
68 Hambourg wrote: “The development of the technique of recording sound during my lifetime has only 
been equalled by that connected with aeronautics and with weapons of destruction. It is indeed ironical 
that the pleasures of entertainment and of quick travel should increase hand in hand with the proximity 
of imminent death.”; idem, The Eighth Octave, 68. 
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29). The recording is characteristic of Beethoven playing of its time – tremendously 

exciting, on account of the tempo variations for different types of thematic material, 

and yet still demonstrating an elegant turn of phrase.69 Hambourg himself offers these 

words of advice in his book The Eighth Octave:70 

The top notch of concerto playing for pianists, however, are in the Beethovens. I only 
play two of them, the C minor and the “Emperor”. Though I admire the G major just 
as much as the others, I always feel it is better played by a woman. It is, in my 
opinion, the feminine concerto of the three. Every pianist has his own conception of 
the C minor, as of the “Emperor”. I like the first movement of the C minor played on 
heroic lines in a rather deliberate tempo, though many pianists play it in quick time 
and softly in the Mozartian manner. The divine slow movement I strive to render with 
every possible tenderness and lofty sentiment. The rondo is generally played lightly, 
briskly sparkling, again like Mozart, but I prefer it moderato, with a somewhat 
bucolic humour in the spirit of a peasant festival. The “Emperor” concerto seems to 
me to need a broad and stately rhythm and a joyful and triumphant sound. The 
“Emperor” has, fortunately, no real cadenza, though Moscheles wrote cadenzas for all 
the concertos which were supposed to have been approved by Beethoven himself,71 
whose pupil Moscheles was. I generally play the Moscheles cadenza in the C minor 
concerto, but only for want of a better. 

 

Hambourg’s comment about his choice of cadenza for op. 37 seems odd. By 1929, he 

must have been aware of Beethoven’s own cadenza for the concerto, so his choice 

was probably determined by his musical taste, a desire to pay homage to tradition (as 

indicated above), and an adherence to performance practices of the day (despite the 

points of view that critics were beginning to voice). It is a pity that Hambourg did not 

explain why he did not improvise a cadenza. An anecdote from earlier in his 

performing life shows that improvising came naturally to him: 

 

I was taken by my father [at the age of nine] to play before one of the Russian Grand 
Dukes who was interested in music. I was to play a pianoforte concerto with the 
orchestra which, if the Grand Duke was satisfied with my performance, and thought I 
had talent, meant my remaining in Moscow to study. In the middle of the concerto 

                                                
69 Of his first ever performance of this concerto Hambourg said: “This was an exciting event because 
Ysäye became so absorbed in the beauty of the music that he forgot to continue conducting, and just 
stood raptly listening.”; idem, The Eighth Octave, 79. 
70 Ibid., 29–30. 
71 If this is true, he could only mean an earlier version, or that Beethoven had heard Moscheles 
improvising in performances of his concertos, as these cadenzas were not written down until 1853. See 
chapter 9, section 9.3.1. 
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there was a cadenza for the piano which I had to play alone, and then at a given point 
the orchestra joined in again. While performing this cadenza I somehow got so 
interested in the musical progressions that I forgot what I was doing, and began 
developing other progressions and wandering into other keys. The orchestra sat 
aghast, they did not know how to catch me, the conductor looked terribly dismayed, 
he could not understand what I was at! Suddenly I came to myself, found I was miles 
away from the original key, and had to modulate back by a series of chords. Without 
stopping my playing I managed to get into the right music again and gradually arrived 
at the point where the orchestra were able to pick me up. 
The Grand Duke, who was musical, laughed when the performance was over; he had 
been entertained by this contretemps. At the same time he was so pleased that I had 
been able to extricate myself from the imbroglio, that he not only complimented my 
father about me, but asked what I should like him to give me. The only thing I wanted 
in the world at that time was a toy steam-engine and I boldly said so, to the 
amazement of all present. And I got it too, and what a beauty it was! I fear no one 
would give me an engine now if I wandered off into improvisation in the middle of 
the cadenza of the Tchaikovsky concerto!72 
 

This cadenza has been analysed in detail in chapter 9 of this study; here, a 

comparison of the recorded performance with the text is made. Hambourg sets up his 

expressive outlines in the movement by the choice of tempo that he makes for each 

subject. As the majority of the cadenza is composed of theme 1 material, which he 

plays in the fastest of tempos, he makes the most of the chance to thrill from the initial 

sweeping scales to the driving triplets and passagework throughout. 

Hambourg is not true to the printed text.73 He cuts bars 28–45, thereby reducing 

the amount of sequential repetition of theme 2 material. At bar 50 the left-hand motif 

becomes a descending three-note figure D–C–Bb, which is then repeated in bars 52–

53. There are a number of tessitura changes throughout, beginning with the melody in 

bars 46–49 (giving this a somewhat capricious air), and in bars 84–86 the right hand 

arpeggios are extended by a further octave. All tempo variations are taken to the 

extreme, with a notable addition of the broadening out at bar 57. 

                                                
72 Mark Hambourg, How to Play the Piano (London: C. Arthur Pearson Ltd, 1923), 86. It should be 
noted that a later version of this story told by Hambourg names John Field’s concerto in E flat as the 
music played on this occasion, and adds that at the banquet preceding the performance “… the younger 
members of the feast amused themselves by making me drink champagne.”; Mark Hambourg, From 
Piano to Forte, 20–21. 
73 It is possible that the cuts were made for technical reasons. 
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In view of the critics’ response to the two earlier recordings mentioned above, 

by Bowen and Murdoch, it is interesting that the rather unfavourable review cited 

below of this recording does not mention the cadenza by Moscheles: 

I wish I could speak more kindly of the cheap set of Beethoven. We have few classical 
concertos recorded – far too few; but this is not well enough performed. Mr Hambourg 
largely lacks singing, sustaining tone, and that is a big drawback. The pinging and 
fading are pronounced. The piano playing might almost be that upon an old, pre-
electrical disc. It has the advantage of not sounding so unreal as do some present-day 
performances, where steel bars seem to have taken the place of strings; but though Mr 
Hambourg’s steadiness is to be admired, the tonal weakness cannot be got over, and I 
am afraid his performance will only be enjoyed by those who do not know what fine 
piano playing is. One can certainly get a fair idea of the work from these records 
(though Dr. Sargent does not go deep, and the co-ordination of band and soloist is 
sometimes imperfect). We must await a more subtle interpreter before the Third can 
give the music-lover real pleasure. The movements occupy respectively two records, 
one, and one.74 
 

Possibly the critic was satisfied, as with the changes detailed above Hambourg found 

a way to make this cadenza become a thrilling virtuosic conclusion to his 

performance. Hambourg’s own words offer some justification: 

… the interpretations of the masterpieces of music by great artists become established 
as traditions. Still the personal thought of the performer should make its influence felt 
in the rendering of all music, even of the most classical type, if that rendering is to be 
of any value and interest, only this personality has to conform to the general dicta of 
the style. Thus it will be found that no two fine artists will interpret a piece in the 
same way.75 

 

In 1879, when Hambourg was born, Beethoven’s cadenzas had only been 

published for fifteen years. His teachers and his musical circle must have been 

familiar with the editions and cadenzas of Moscheles, and probably saw them as 

having a direct and approved link with Beethoven as well as maintaining the tradition 

of adding a cadenza. In spite of his reservation about these cadenzas voiced above, 

Hambourg probably saw it as his duty to breathe life into the cadenza to maintain the 

link with Beethoven. 

                                                
74 W.R. Anderson, “Analytical Notes and First Reviews”, The Gramophone, 8, no. 85 (June 1930), 21. 
75 Hambourg, How to Play the Piano, 63–64. 
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10.5. Josef Hofmann 

 

The pianist Josef Hofmann is an important figure for this study, on account of 

the number of recordings of Beethoven’s piano concertos by him that have preserved 

important aspects of performance tradition. Hofmann’s career falls in a transitional 

period, as he is a nineteenth-century Romantic who exhibits elements of the 

developing twentieth-century aesthetic, particularly in his recording techniques. Born 

in Poland in 1876, he undertook a highly successful tour of Europe as a child prodigy. 

His first performance of a Beethoven piano concerto (op. 15) took place under the 

baton of Hans von Bülow76 in Berlin at the age of 10.77 An attempted tour of the USA 

in 1887 was cut short by action of the New York Society for the Prevention of Cruelty 

to Children, and a wealthy benefactor Alfred C. Clarke offered financial support for 

the boy if he studied until the age of 18 without making any public appearances.78 He 

studied with Moszkowski in Berlin, and then from 1892 to 1894 with Anton 

Rubinstein. Rubinstein’s method of instruction must surely have shaped this mercurial 

virtuoso: 

He never played for me. He only talked … he would say ‘In fine weather you may 
play it as you did, but when it rains play it differently.’ Rubinstein was much given to 
whims and moods, and he often grew enthusiastic about a certain conception only to 
prefer a different one the next day ... he never permitted me to bring to him, as a 
lesson, any composition more than once. He explained this to me once by saying that 

                                                
76 Hans von Bülow was another pupil of Liszt particularly associated with performances of Beethoven. 
On one tour in New York he played from memory the complete piano solo works of Beethoven on 
sixteen consecutive evenings. He regarded the sonatas, which he edited, as the New Testament (the Old 
Testament, of course, being Bach’s Well Tempered Clavier). Of his concerto performances he said: “If 
an audience were really enthusiastic, they would applaud not only between movements but sometimes 
even during them.”; Philip, “Brahms’s musical world”, 366. Theodor Pfeiffer reported that he said 
about the ‘Emperor’ concerto: “I have always had applause after the cadenza.”; idem, Reported by 
Theodor Pfeiffer in Studien bei Hans von Bülow (Berlin: Friedrich Luckhardt, 1894), quoted in The 
Piano Master Classes of Hans von Bülow: Two Participants’ Accounts, translated and edited by 
Richard Louis Zimdars (Bloomington and Indianapolis: Indiana University Press, 1993), 44. 
77 Abram Chasins, Speaking of Pianists (New York: Da Capo Press, 1981), 16. 
78 Lyle, Dictionary of Pianists, 130. 
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he might forget in the next lesson what he told me in the previous one, and by 
drawing an entirely new picture only confuse my mind.79 
 

As a result of this approach Hofmann was known for never playing anything the same 

way twice.80 

Hofmann was the first pianist to record as a child on an Edison cylinder 

machine.81 At the time of Hofmann’s self-imposed retirement from the recording 

studio in 1923, his recorded legacy was among the largest of any pianist, but his 

issued studio recordings fill only three CDs, as he did not approve all recordings for 

commercial release. He was never satisfied with the recording process, because he 

had changed his mind about the interpretation of the work between recording it and 

listening to the playback. Three recordings of Beethoven’s piano concerto op. 58 in G 

demonstrate this admirably for the purposes of this study.82 The majority of his 

recordings are live, being concert or radio broadcasts. He did not play the same way 

in the studio as he did live, realizing that recording and live performance were two 

different ways of hearing music. His playing showed spontaneity and drama in public, 

and polish and comparative understatement in the studio, and he recognised this in a 

letter about his golden jubilee concert to his friend Alexander Greiner, saying that it 

had been: 

… impossible to perform simultaneously for microphone AND such a luxuriant mass 
of people as the Metropolitan Opera House presented, without doing occasional 
violence to the music.83 

                                                
79 Josef Hofmann, Piano Playing With Piano Questions Answered. Introduction by Gregor Benko. 
(New York: Dover Publications Inc.1976.), 57–58. 
80 See Chasins, Speaking of Pianists, 20. 
81 See Mark Arnest, sleeve notes to Concerto recordings by Josef Hofmann, Marston, vol. 7, 52037 
(2003), 8. The recording was made in New Jersey, 1887. See Mastrogiacomo, S.J. (2013). Josef 
Hofmann: An Analysis of Selected Solo Piano Works. (Master’s thesis). Retrieved from 
http://scholarcommons.sc.edu/etd/2447; accessed 5 Jan, 2014. 
82 Unfortunately not all of Hofmann’s concerto performances were recorded. Chasins refers to 
performances of Beethoven’s piano concertos as follows: “– who remembers with me Rachmaninoff’s 
performance of the First Concerto, Godowsky’s of the Fourth and Hofmann’s of the Fifth? Whoever 
does will lament their unavailability on discs, as they will agree that such complete artistry, such 
ultimate mastery at the service of meaning and beauty, have all but vanished from this earth.”; Chasins, 
Speaking of Pianists, 219. 
83 Arnest, Concerto recordings, Marston, vol. 7, 52037 (2003), 9. 
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He demonstrates one of the techniques referred to above in his live concerto 

recordings, by beginning a phrase relatively loudly and then making a decrescendo 

when entering after an orchestral tutti. This has the effect in a live performance of 

taking the listener’s attention when the eye and ear might have been elsewhere, and 

drawing the audience psychologically closer to the music. 

Three recordings of Beethoven’s op. 58 exist,84 from 1938, 1941, and 1943, and 

these are of interest because they demonstrate Hofmann’s approach as outlined above. 

All three are live performances, which differ markedly in tempo and style. These 

character differences are also reflected in the performances of the cadenza. Hofmann 

plays the cadenzas by Reinecke,85 and with each performance transforms the first-

movement cadenza into a natural outcome of the movement. 

At 15’31”, the 1938 version is played with a mischievous buoyancy. It is 

noticeable for the warmth of tone from the orchestra, with colour emanating from 

string portamenti. The 1941 version is more lyrical in its approach, but faster, at 

15’24”, with some changes to notes. The orchestra’s portamenti have gone, and the 

sound is cleaner, although there are some ensemble issues, with Hofmann pressing 

ahead in a fairly independent manner in places. Articulation detail is exceptionally 

clear, such that when he makes changes by altering accents and bringing out bass 

                                                
84 The three recordings are: (1) conducted by Eugene Ormandy, International Piano Library Release, 
1938; (2) conducted by John Barbirolli, with the New York Philharmonic Orchestra, 1941 (VAI vol. 1, 
VAI 1002); and (3) conducted by Dmitri Mitoupoulis, with the Philharmonic Symphony, broadcast 
New York, 22 August 1943. Hofmann’s other concerto recordings include three performances of op. 
73, the ‘Emperor’, that demonstrate similar characteristics in his playing. The 2003 Marston rerelease 
contains Josef Hofmann conducted by Hans Lange with the Chicago Symphony Orchestra from a 
broadcast on 12 May 1940; a performance of the Rondo, conducted by José Iturbi, broadcast on the 
Ford Sunday Evening Hour, NBC, 19 October 1941; and a performance of the first movement, also 
conducted by Iturbi, broadcast on the Bell Telephone Hour, NBC, 19 August 1946. 
85 Carl Reinecke (1824–1910) was a composer, teacher, pianist, and conductor. In Leipzig he was 
welcomed into the Mendelssohn/Schumann circle. He taught Liszt’s daughter Blandine in Paris, and 
she spoke of his “beautiful, gentle, legato and lyrical touch”. He became Director of the Leipzig 
Conservatory in 1897; Reinhold Sietz “Reinecke, Carl (Heinrich Carsten)”, in New Grove, 2nd edition, 
21, 157–58. 
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lines it has the effect of making tonal relationships clear and enhancing the melodic 

line in a remarkable manner. By 1943, the performance is very broad, at 16’40”, not 

as precise, and the texture is much thicker, with a number of notes in the bass 

passages doubled. The recording of this broadcast shows that the performance was 

preceded by a V7 chord, sounded as Hofmann arrived at the piano and leading 

straight into the first G major chord of the concerto without a break. With this hint of 

‘preluding’, Hofmann betrays his nineteenth-century roots. 

Reinecke’s cadenzas were published in 1870,86 and his cadenza for op. 58 

(Annexe of Musical Examples, example 32) shows a knowledge of Beethoven’s 

cadenza no. 1 for this concerto in the following ways: 

1) the harmonic progressions, particularly the interplay between the tonic 
G major and B major, as in the opening tutti; 
 
2) the expansion through passagework that introduces the new section and 
subject material; 
 
3) modulation by chromatic movement in the bass; 
 
4) further development of motifs by means of character transformation and 
juxtaposition; 
 
5) the metre change to 6/8 at bar 30 and the reference “Siehe Beethovens 
Original Kadenz” (“See Beethoven’s original cadenza”) that proceeds a 
quotation from the text. 

 
Like other works of this era, the cadenza is carefully marked with tempo 

indications (see table 10.1). The Russian edition of 196387 (Annexe of Musical 

Examples, example 33) contains a number of further tempo performance directions 

and metronome markings, which have been included on table 10.1, marked with an 

asterisk. Hofmann does observe these tempo changes, but with a natural ebb and flow 

that includes an increase in tempo through crescendo and a decrease through 

                                                
86 Leipzig: Breitkopf & Härtel. The blue legal deposit stamp on the British Library copy reads “British 
Museum 7 No 70, plate number 12253”. 
87 Kadenzen zum Klavierkonzert nr. 4 von L. van Beethoven (Moscow: State Music Publishers, 1963). 
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decrescendo (bars 16 and 17). Whilst articulation markings are clearly observed, the 

opening accents are replaced with agogic accents on the entry of the new voice in the 

fugal opening, in an extension of the way in which Hoffman treats this kind of entry 

throughout the movement. In the 1941 recording the poco pesante quavers at bar 8 

become a much more legato and extended line, but the following stringendo runs are 

then tripped through much more lightly. 

 

Table 10.1. Markings in Reinecke’s Cadenza for Beethoven’s op. 58. 

Bar Marking 
1 tranquillo 
3 *poco stringendo 
4 *(♩ = 126) 
7 *Animato 
8 pesante un poco 
9 *stringendo 
10 stringendo un poco 
13 *ritenuto 
15 *a tempo (♩ = 138) 
18 a piacere 
22 dolce *tranquillo (♩= 116) 
30 L’istesso tempo 
38 *poco a poco string 
46 *♩.  = (126) 
52 *poco rit. 
54 *Piu Tranquillo (♩= 116) 
61 con fuoco 
62 *poco rit. 
64 *Tranquillo (♩ = 112) 
69 ritardando 
70 lento 
coda a tempo 
 

* indications appear in both editions. 

The section at bar 22 gives a moment of repose, with its slowing for the dolce 

statement of the theme 1 derivation and its triplet motif accompaniment from theme 2. 

Here Reinecke’s transformation of the urgent triplet motif into the lyrical 

accompaniment is further enhanced by the clarity and fluidity of Hofmann’s rubato 

and the elasticity of the melodic line, which expands slightly with each progressive 

recording. This is a characteristic of the reappearance of theme 2 at bar 54. The 
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character has become much more dramatic, with its f bass and semiquaver sextuplets, 

yet somehow Hofmann manages to expand the dotted rhythms. At bar 60 the 

nineteenth-century figuration of an inner melodic line accompanied by outer 

arpeggiations88 is enhanced by the way in which Hofmann has already brought out the 

melodic relationships in the movement. At bar 64 the left-hand octave Cs are given 

further resonance by being played at the lowest octave of the piano, and the trill 

begins as clearly articulated semiquavers, only increasing in tempo and changing 

colour as late as bar 69 with the ppp marking. 

Not one of Hofmann’s three performances is the same. In the 1938 recording he 

makes his contrast against the lush sound of the orchestra by marking the solo entries 

clearly, reversing dynamic markings (particularly at those entries), and maintaining 

this fiery character throughout the cadenza. In the 1941 recording the clarity of the 

orchestral texture allows a more lyrical approach with a slightly more relaxed tempo, 

but this results in a tendency to increase the contrasts in the speeds throughout the 

cadenza. Overall the 1943 recording is much broader in conception, but in each of 

them the cadenza still serves to enhance and extend the movement by its revelation of 

further relationships. 

 

10.6. Edwin Fischer 

The final recording selected for study was also made in 1943, and is Edwin 

Fischer performing the op. 15 concerto with his own cadenza.89 Fischer was born in 

1886 (see Appendix I for dates and lineage from Beethoven) and was a student of 

Martin Krause, who regarded d’Albert, another Liszt pupil, as his mentor. Fischer was 

                                                
88 This particular type of figuration was such a speciality of the pianist Thalberg that he was known as 
“Old Arpeggio”; see Harold C. Schonberg, The Great Pianists, 183. 
89 Berlin, Orchestre de chambre, Edwin Fischer, piano and direction, 1943. 
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considered to be a celebrated interpreter of Bach, Mozart, and Beethoven, and his 

legacy can be seen not only in his editions and recordings, but in his students, a 

number of whom are noted performers of Beethoven’s works.90 

Of Fischer’s concerto performances it has been noted: 

When he directed concertos by Bach, Mozart and Beethoven from the keyboard he 
was no passive conductor, as is often the case today. Fischer really did conduct 
during tuttis, discreetly filling in with chords where required and achieving a 
homogeneity not easily attained with an independent conductor. His own cadenzas 
were usually inspired by the mood and spirit of a particular performance in the 
concert hall, but sound, perhaps, rather less convincing when confined to a disc and 
repeated verbatim.91 

 

This implies that Fischer’s cadenzas were improvised in performance.92 He published 

cadenzas for op. 15, op. 37 and op. 58 in 1958 at the age of seventy-two near the end 

of his life. 

The cadenza for op. 15 (Annexe of Musical Examples, example 34) opens with 

the triplet motif from the movement (bars 312–27).93 In this recording Fischer extends 

the first printed bar by repeating it. In bars 4–12 he utilises the nineteenth-century 

technique of playing the inner melody with the thumbs and decorating with 

arpeggiations around it. From this point onwards, the cadenza is based on textual 

quotations, but they are from Beethoven’s cadenzas rather than from the movement 

itself. Fischer follows Beethoven’s pattern of tertiary form, using theme 1 melodic 

material in the outer sections. The material in bars 13–24 is derived from bars 71–94 

in Beethoven’s third cadenza and is followed by fantasy-style elaborations leading 

into the next section, just as Beethoven does at this point. At bar 24 Fischer begins the 

                                                
90 These include Paul Badura-Skoda, Daniel Barenboim, Alfred Brendel, Joerg Demus, and Gunnar 
Johansen. 
91 Gerald Kingsley, sleeve notes for the 1998 Testament rerelease (SBT 1169) of the recordings of 
Beethoven concertos opp. 37 and 58 made by EMI, 1954. 
92 As noted in section 10.1. In Fischer’s 1954 recording of op. 58 for EMI, however, he performed his 
own cadenza in the first movement, and that of d’Albert in the Rondo. He did not publish any Rondo 
cadenzas. 
93 This is the motif that Edward T. Cone chose to elaborate in his completion of Beethoven’s cadenza 
for op. 15; see Edward T. Cone, “A Cadenza for Op. 15”, in Beethoven Essays, 99–107. 
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arpeggiations by playing two octaves lower than the printed Bb. The final section of 

the following scale is directly taken from bar 20 of Beethoven’s first cadenza, and the 

next ten bars of theme 2 material are reproduced exactly. The material that follows is 

also based on Beethoven’s continuation at this point, but Fischer fills in the texture 

with chords and octaves. The broken octaves in bars 55–59 then lead into a final 

quotation of theme 1 material from bars 7–11 of Beethoven’s first cadenza before 

leading to a statement of theme 1 material borrowed from the second cadenza (bars 

27–31). This ushers in the final trill on the dominant, and here Fischer borrows from 

the third cadenza number, with the left-hand statement of theme 3 leading into the 

coda. 

In many ways, this cadenza could be seen as a conscious reconstruction of 

Beethoven’s unfinished work, and based on Fischer’s known musical activities this 

would be intentional. Within the context of his time he was a progressive and 

scholarly interpreter, always insisting on fidelity to the text and accurate editions. The 

one point in this cadenza at which he exceeds Beethoven’s keyboard range of 1809 is 

in bar 24, with the low Bb. This is done on the recording only, not in the printed 

score, but clearly has its origins in the way in which Fischer believed this structural 

point to be of significance and emphasized it according to the conventions of his time. 

The technical demands of this cadenza make Fischer’s virtuosity apparent, and this is 

true to the style of Fischer’s performance. The cadenza itself sits well as the 

culmination of the interpretation of the movement, even though the textual 

connections for development are nearly all borrowed directly from Beethoven. 

Each of the recordings discussed above shows the way in which early recording 

artists solved the cadenza dilemma. Despite increasing cries from critics to play only 

what was written by the composer, they continued to pay homage either to their own 
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teachers and mentors (even in the case of celebrated improvisers) or directly to 

Beethoven himself through their choice of material or method of quotation. Artists of 

this era were keen to link their lineage to Beethoven in the type of written language 

employed. Their choice of recorded material reaffirms their desire to make these 

connections, whilst proving that traditions in performance remained strong, despite 

indications that audience tastes were changing. 

 



 327 

Conclusion 
 

In examining Beethoven’s first-movement cadenzas to his piano concertos, this 

study has contextualised the role of the cadenza within Beethoven’s performing and 

creative life. In detailing his performance activities, the importance of Beethoven’s 

piano concertos in building his musical reputation in Vienna has been noted, and the 

significant role played by the cadenza in building the reputation of the young virtuoso 

has been explored. A focus on the first-movement cadenzas, as opposed to the 

cadenzas and Eingänge in other movements, was maintained because Beethoven’s 

methods of compositional development meant that a greater amount of thematic 

material from the first movements appeared in the cadenzas. 

The study of the surviving sketch material has provided evidence for the facts 

that not only were the cadenzas planned in advance, but that in some cases they may 

have been worked out at the same time as the material around them. Several of the 

sketches demonstrate that certain thematic ideas were present at each stage of the 

work’s composition (for example Kafka 155v), and clarify the hierarchy of themes 

intended for development (Fischhof 30r). Some of the sketches highlight the textual 

relationships with the movement. Composers have noted this, and as the interest in 

Beethoven’s sketch material has grown and facsimiles have become more readily 

available, (re)construction from the sketches has become an option. As noted earlier, 

this has been explored in the completion made by Edward T. Cone of the 1809 

cadenza no. 1 for op. 15, which drew upon a textual relationship in the movement for 

completion. Kenneth Cooper explores this option with his cadenza based on the 
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sketches of 1793 on Kafka, fols 89r and 89v.1 Harpsichordist pianist, musicologist, 

and conductor, Cooper arranged these sketches to: 

… fill a need but partially satisfy a curiosity, and at the very least, provide a 
stylistically plausible solution to a centuries-old enigma. 2 

 

Cooper’s intention was to provide a cadenza for op. 19 that did not make it sound 

simplistic or old-fashioned, which it would not have been in 1795 before the style of 

Beethoven’s piano playing had changed, by focusing only on the early material. 

This study has drawn attention to the material in the sketches that has long-

range connections with the texts of the first movements and the 1809 cadenzas, and 

how these constituted a response to Beethoven’s performing requirements. For 

instance Fischhof 30r contains a number of elements which relate very closely to the 

movement (see section 6.1.2). On stave 11 it also has some fingered passagework 

indicating performance preparation. The content is very closely related to that on 

Kafka 138r. 

The sketch materials also illustrate the remarkable changes wrought by 

Beethoven in the structure of the concerto. In the C minor concerto op. 37 the 

boundaries were blurred between the movement and cadenza, with the solo piano 

continuing into the coda. As discussed in chapter 7, Kafka 82r and 155v show the 

early genesis. This development led ultimately to the demise of the ad libitum 

cadenza. Thematic development in later nineteenth-century cadenzas, such as that for 

Schumann’s piano concerto in A minor op. 54 (completed in 1845), achieved such a 

level of integration that they could not be replaced or deleted. 

                                                
1 Kenneth Cooper, Beethoven Cadenza for Piano Concerto No. 2 in Bb major Op. 19 reconstructed 
from the sketches (New York: International Music, 2007). Kenneth Cooper is on the faculty of 
Columbia University and Manhattan School of Music. 
2 Ibid., 6. 
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As investigations in chapter 2 of this study demonstrated, thematic development 

within the cadenza increased in importance from the time of C.P.E. Bach; the scale of 

the harmonic content also increased, and with the extended prolongations of the 

dominant or tonic the cadenza began to demonstrate more formal aspects. Mozart’s 

cadenzas had been organised in a tripartite form in which thematic references 

occurred mainly in the tonic key. Beethoven expanded the form; his cadenzas exhibit 

a combination of motivic development and key-change patterns related to the 

movements. At the same time, Beethoven’s cadenzas nevertheless take on some 

aspects of the free fantasy recommended by C.P.E. Bach. This can be seen in the 

sketches, and the long-range connections to the 1809 versions do exist. (For example, 

Grasnick fol. 34v contains filigree passagework and trills which are very closely 

related to the material used by Beethoven between appearances of thematic material 

in the first cadenza for op. 58). As the case studies in chapters 5–8 demonstrated, the 

most extensive fantasy-like modulatory material predominantly occurred in the 

opening section of each of the published cadenzas, and Beethoven’s avoidance of a 

strong dominant prolongation before the final appearance of the V7 chord also 

increased the possibilities for extension of the form. 

Beethoven’s cadenza sketches also reveal the significant developments over 

time in his piano playing, and how that affected his compositional concerns. Trills 

become a specialty, as early as 1793 to early 1794 (in Kafka, fol. 46r; Kafka, fol. 89r; 

Ms 70r), with simultaneous trills and one hand, or trills that acoustically suggest that 

effect. These sketches are on the same leaves as technical exercises and pianistic 

patterns demonstrating that Beethoven was honing his technical skills. In the sketches 

for op. 19 from the Bonn years (1787–90) there is no expressive notation (such as 

dynamic indications, slurs, strokes or dots), so when these markings begin to appear 
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from 1793 onwards, they can be seen to highlight points of special interest. The 

presence of fingerings in the sketches indicates personal performance solutions. From 

1789, the  development of  a legato touch is evident from the writing. The sketches 

show a number of textural experiments – for example, including two-part imitative 

writing is a preoccupation on Kafka 89r–v, interspersed with double trills and 

virtuosic hand crossing. This study has shown these are carried through into the 1809 

cadenzas with the two-part imitative texture of the entries to separate the soloist 

clearly from the orchestral texture. The idea of the textural contrast is carried through 

into the movement of the concertos with the decorative improvisational flourishes of 

the soloist’s entry in the exposition using a theme that has not been set out in the 

opening tutti. Opp. 15, 19, and 37 are all examples of this. In op. 58 Beethoven goes 

one step further and the opening phrase is played by the solo pianist. As the 

conventional role is reversed the balance of the thematic distribution is also altered 

with very little direct thematic statement from the soloist throughout the movement. 

The cadenza therefore takes on a special significance as the piano finally directly 

presents the thematic material, and then participates throughout the coda. 

Beethoven’s sketch material and written-out cadenzas demonstrate an approach 

to his method of improvisation that is not often associated with this genre. His 

improvisational skills are well known and documented, yet the sketches show 

preparation for the event. His cadenzas demonstrate that despite his ability to 

improvise, he used the genre to extend the developmental possibilities of the 

movement, and the sketches show that he planned this in advance of the performance. 

As this study has shown, the 1809 cadenzas adopt consistent techniques, and further 

provide evidence, when considered in relation to the sketches, of how these 
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techniques were refined from the concertos with the early opus numbers through to 

the later works.  

The degree of planning in the 1809 cadenzas has also been shown in this study. 

Each cadenza exhibits tripartite form. In all the cadenzas the principal musical idea 

dominates the opening and closing sections. The middle sections do use subsidiary 

themes (except op. 58, cadenzas nos. 2 and 3, which are constructed with entirely 

theme 1 material). Analysis of the thematic content of Beethoven’s first movements 

has shown that there was a predominance of the theme 1 material; the sketches 

demonstrate that this was intended from the start. The theme 1 material was 

constructed so as to have the most potential for fragmentation. Theme 2 material 

always appears in a tonality other than that of the appearance in the concerto, and its 

development in the cadenza always occurs in the central section. There is a preference 

for the flattened mediant, the only exceptions being op. 19 (I); op. 15, cadenza no. 3 

(bII); op. 37 (V). The sketch materials bear out the fact that overall a number of 

harmonic manoeuvres from the movement are followed in the cadenza.  

Following on from the examination of Beethoven’s own material for his 

cadenzas, this study has explored the way in which Beethoven’s compositional 

decisions and principles were passed on to the following generations, providing 

insights into nineteenth- and twentieth-century performance traditions. A number of 

pianists claimed a special relationship with Beethoven, and this study has both 

contextualised their claims and furnished evidence for the compositional practices 

through analysis of their published cadenzas. Two schools of piano playing were 

selected for study because of the direct nature of their contact with Beethoven. With 

his direct pedagogical connection, Czerny passed on a number of valuable 

observations through his writings; through his pupil Liszt, who taught so widely, 
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many pianists have felt able to claim an ‘authentic’ tradition of Beethoven 

performance. Even within the changing musical language of the nineteenth century, 

the cadenzas of Czerny and Liszt were shown to have similar elements to those of 

Beethoven. A new motif for the soloist is developed in the cadenza (see section 9.1.2), 

and extensions (by means of thematic transformation, harmonic plans, and passages 

of virtuosic display) are similar to those found in Beethoven. In the case of Czerny, 

there is a greater reliance on chromatic and enharmonic relations for thematic 

manipulation, causing longer prolongations. Liszt, however, demonstrates an ability 

to distil the motivic material to its essence, adapting orchestral textures and 

developing motifs in combination. He exploits the similarities of the themes whilst 

achieving transformation by dynamic contrasts and also by employing Beethoven’s 

key harmonic structural points, demonstrating a mastery of the style of structural 

extension. 

It is the cadenzas of Moscheles that foreshadow later nineteenth-century 

developments in terms of texture. The thematic ideas are presented in large extracts. 

The types of accompaniment figures have been altered from Alberti basses and 

broken chords to be replaced by full chords and repeated chord patterns. Beethoven’s 

cadenzas do use full chords as a climax building device such as those in cadenza no. 3 

for op. 15 (bars 71–94) but the chords of the later nineteenth-century cadenzas are 

greatly expanded and the thickened texture increases focus on the soloist. Thematic 

material is developed in combination which increases the complexity of the texture. 

Beethoven did this in cadenza no. 1 for op. 58, but his technique was to integrate the 

motivic idea of one theme with the harmonic progression of the other, not to combine 

the two thematic ideas in confrontation. Due to the increased range of the pianos 

arpeggio figures which are used by Beethoven become much bigger in scale and are 
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generally used in combination, with other thematic material rather than as free-

flowing improvisatory figures.  

Later nineteenth-century reception of the concertos themselves has been 

touched upon, with the perception of the third as a work for students, the fourth as a 

concerto for women, and the first two rarely being played. It was the fledgling 

recording industry that brought these concertos to an audience with the complete 

cycle of Artur Schnabel. The early recorded versions of the concertos demonstrate the 

desire of the artists to create a different interpretation with each performance even 

when the text is fixed. These recordings are important because of the way in which 

they give the opportunity to hear the performance practice of pianists who were taught 

by the generation of pianists just one step removed from Beethoven and who were 

familiar with the performance practices of the previous generation. With the exception 

of Schnabel the pianists in these early recordings all play cadenzas composed by other 

pianists, a practice which this study has demonstrated continued well into the middle 

of the twentieth century despite the protestations of the critics. Josef Hofmann plays 

three versions of op. 58, all with the same cadenza by Reinecke, but with varying 

styles, and each time the cadenza is a natural climax of the character in which the 

movement was played. It is this unity of performance style that Mark Hambourg also 

employs in his performance of op. 37, and in this way the cadenza of Moscheles is 

related to the text.  

Developments in the middle part of the twentieth century eventually led away 

from these nineteenth century works, and Glenn Gould led the way with a recording 

of Beethoven’s second piano concerto playing his own cadenza, admitting that his 

cadenzas were:  
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…hardly Beethovenian in style…At any event I have not yet requested the  orchestra to 
 file onto the balcony while for three glorious minutes the piano is hung decorously 
 from the chandelier.3 

 

  Pianists are also turning to improvisation, claiming that it is the most authentic 

way forward (the foremost exponent of this is Robert Levin) even though the 

evidence is there to show that Beethoven planned his cadenzas.  

 This exploration of cadenzas has demonstrated that Beethoven based his 

compositional principles on those of C.P.E. Bach and Mozart, developing his ideas of 

fantasy writing as laid out in the eighteenth century. In his hands the cadenza became 

a more substantial functional unit within the concerto and as this happened the 

structure of the concerto was altered. Within the context of this traditional moment of 

virtuosic display Beethoven is still seeking to deepen the listener’s comprehension of 

the dramatic possibilities of the work. However, we should remember what theory has 

taught us about the transmission of a work; it is also an event in its own right. 

Therefore improvisation allows us at each event to draw the creativity of the 

performer into the same area as that of the composer. That is the fascination of the 

cadenza. 

                                                
3 Sleeve notes by Michael Stegemann for the 1992 Sony reissue (52632) of Glenn Gould (piano), 
Vladmir Golschmann (conductor), Columbia Symphony Orchestra, op. 15. Recorded 1958.  



Appendix I 
 

Pianists consciously striving to remain within the 'Beethovenian Tradition' 
 

 
 Beethoven (1770-1827) 

Cadenzas written 1809 and published 1864 

Moscheles (1794-1870) 
Cadenzas published 1855 

Czerny (1791-1857) 
Cadenzas published 1824-33 

Theodore Leschetizky (1830-1915) 

Mark Hambourg (1879-1960) Artur Schnabel (1881-1951) 
Cadenza sketch for op.51 c1900 

Clara Schumann (1819-1896) 
Cadezas published 1870 

Franz Liszt (1811-1886) 
Cadenza published 1882 

Martin Krause (1853-1918) 

Edwin Fischer (1886-1960) 
Cadenzas published 1958 

Matilda Verne (1865-1936) 

Solomon (1902-1988) 

Anton Rubinstein (1829-1894) 
Cadenzas published 1862 

Carl Reinecke (1824-1910) 
Cadenzas published 1870 

Josef Hofmann (1876-1957) Taught a number of students 
of Clara Schumann and Liszt 

Johannes Brahms (1833-1897) 
Cadenzas published 1907 
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Appendix II  

 

Paper Types 1783–1798. 

 

Table 1. Paper types of the Bonn Papers 1783–921 

 
a. If VI-E and VII-B are same type, the cut is off centre. 
b. The letters are on the side of the boat.  

 
 
                                                
1 The material for Table 1 and Table 2 has been taken from Johnson, Fischhof, see pages 230–231 and 
80–81, as an aid to clarification of the dating of the sketch material, building a possible chronological 
sequence of performances of the piano concertos. Both Kerman’s classification in the Kafka miscellany 
and Johnson’s reclassification made seven years later are included because for ease of identification in 
this study when referring specifically to the Kafka Miscellany Kerman’s classification was used, but 
when making general references Johnson’s classification was used and that of Kerman noted. 

Paper-Type   Watermark  
Fischhof Kafka Sheet Size Quadrants 1/2 Quadrants 3/4 
Johnson Kerman    
I-A – ? NIC HEISLER – 
I-B – 46 × 62 cm NIC HEISLER – 
II-A – 33 × 42 cm  shield w crown/IB Garden of Holland/I 

BERENDS 
II-B 16a 33 × 42 cm IA VA Arms of Amsterdam 
II-C – 33 × 42 cm BWS or HWS Garden of Holland 
II-D 16b 33 × 42 cm small crown/GR ? 
III-A – 34 × 42 cm small crown/NH crosier in wreath 
III-B 16c 39 × 49 cm fleur de lis NH 
IV 16e 48+ × 62 cm IA HUSER W 
V-A – 46 × 62 cm KL.REA (corner) 

fleur de lis in 
crowned shield 

I.C. IMHOF 

V-B – 46 × 62 cm I.C. IMHOF fleur de lis in 
crowned shield 

V-C – 45 × 61 cm I.C. de R. IM HOF 
(lower left hand 
corner) 

RL. R. REA (lower 
right hand corner) 

VI-A – 45 × 62 cm fleur de lis in 
crowned shield 

H BLUM 

VI-B 12a, 12b 42 × 52 cm H BLUM fleur de lis in 
crowned shield 

VI-C – 42 × 54 cm fleur de lis in 
crowned shield 

H BLUM 

VI-D – 42 × 54 cm unidentified figures fleur de lis in 
crowned shield 

VI-E 15a 35 × 42 cma ? (cf. VII-B) – 
VII-A - 42+ × 60+ cm M HEUSLER fleur de lis in 

crowned shield 
VII-B 16d 35.5 × 47 cma unicorn in boat/C A 

BACHb 
?(cf. VI-E) 

VII-C 10a 46 × 62 cm ? ? 
VII-D – ? ? fleur de lis in shield 
VIII-A – ? VRE BLE MS 
VIII-B – 49 × 61 cm small fleur de lis AV 
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Table 2. Paper types of the Vienna Papers 1792–98 
 
Paper-type   Rastrology Watermark 
Fischhof Kafka Sheet size Rastral Total 

span 
Single 
staff 

Ink Quadrants 
1/2 

Quadrants 
¾ 

Johnson Kerman        
I-A16 16pa 46x46cm 16 staves 189–

90mm 
6.5mm light 

grey 
3 moons 
(quad 2) 

PS (quad 3)c 

I-B14 – 45x63cm 14 staves 190 7 grey–
brown 

3 moons 
/REAL 

crown/GF 

I-C16 16f 46x64 16 staves 192 6.5 grey–
brown 

3 moons 
/REAL 

crossbow/ 
AZ 

I-D12 – 46x63 12 staves 188–89 7.5–8 dark 
grey 

A/HF/ 
REALD 

crowned 
crest with 3 
stars 

I-E16 16l 45x63 16 staves 192.5–
93 

6.5–7 grey–
brown 

GFA 3 moons/ 
REALe 

I-F12 – 46x63 12 staves 185+ 7.5 grey RGA 3 moons/ 
REALe 

I-G16 16q 46x63 16 staves 191.5–
92 

6.5 grey 3 moons/ 
REALe 

crown/GFA 

I-H16 – 46x64 16 staves 191–92 6.5 light 
grey 

3 moons crown/BVC 

I-I12 12c 46x64 12 staves 187 7.5 light 
grey 

3 moons 
(quad 2) 

FC (quad 
3)c 

I-J16 16g 46x64 16 staves 190 6–6.5 grey A/HF/ 
REALd 

crowned 
crest with 3 
stars 

I-K16 16ib 46x64 16 staves 190–
191 

6.5 dark 
grey 

3 moons 
(quad 2) 

crown/A/GF 
/ Cc 
 

I-L16 16m  46x63 16 staves 192.5–
93 

6.5–7 brown 3 moons/ 
REAL/A 

W 

I-M16 16n 46x63 16 staves 192 7 light 
brown 

3 moons/ 
REALc 

FGA 

II-A 8,10b 50x61 1 or 2 
staves 

– 9.5–10 brown AMICTIAE 
& 

MUSIS 

II-B10 10c 48x64 2 staves 28–
28.5 

9.5–10 brown J. 
FOURNIER 

emblem/ 
W.Winkel 

II-C15 15b 54x72 1 stave – 9 brown simple crest 
with bend 
(quad 1) 

– 

II-D12 12d 48x62 12 staves 188–89 8 brown fleur de lis 
III-A10 10d 48x66 10 staves 183.5–

84 
8.5–9 grey 3 moons crown/GAF 

III-B12 12e 46x62 12 staves 188 8–8.5 grey–
brown 

3 moons crown/GF 

III-C16 16k/s 46x63 16 staves 191–92 7 dark 
brown 

eagle/GFA 3 moons 

III-D12 16r 46x64 16 staves 189 6–6.5 grey–
brown 

3 moons/ 
REALe 

GAF 

III-E10 – 46x64? 10 staves 185.5 8 grey 3 moons 
(quad 2) 

? 

III-F10 10e 46x64 10 staves 182–83 7.5–8 light 
grey 

crossbow/ 
AM 

3 moons 

III-G18 18 46x63 9 staves 88–
88.5 
(9st.) 

6 grey–
brown 

3 moons/ 
REALe 

crown/crest 
with W 

III-H16 16j 46x64 16 staves 189.5–
90.5 

6–6.5 grey 3moons crown/A-
GF/C 

III-16 16t 46x64 16 staves 192–93 7 grey crown/GF 3 moons 
Autograph 
19E SV169 
359d 

  16 staves 190   REPROM REPROM 
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a. 16p + 16h (3 leaves) 
b. 16i + 16h (1 leaf) and 16o (1 leaf) 
c. Both molds read correctly from felt side, numbered counter clockwise 
d. I-D and I-J different WM types 
e. The word REAL is backwards. 
d. This is classified as Paper type 14 in Tyson/Johnson/Winter.2 
 
 
Johnson has divided the Bonn papers into eight small groups based on the 

watermarks.3 

 
Johnson has divided the paper types into three groups denoted by Roman numerals, I, 

II, and III. These represent the paper-types obtained by Beethoven: 

I) I-A to I-M in Vienna before 1796  

II) II-A to II-D those obtained during the journey of 1796 

III)      III-A to III-I those obtained in Vienna in 1796–98  

Within each of these groups the papers have been arranged into an alphabetical list, 

which reflects their chronological sequence. Differences in the watermarks enabled 

this to be done. Each letter has then been provided with a subscript number which 

refers to the number of staves associated with the type.  

                                                
2 Johnson, Tyson, Winter, The Beethoven Sketches, 548. 
3 For a more detailed discussion of this point see Johnson, Fischhof, 226–231.  
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Appendix III 
 

Pianos: Range, Beethoven’s Instruments, and a Summary of 
Development. 

 
 

 
1. Keyboard Range 

 

 
 

 
 
 
 
 
2. Beethoven’s Pianos 
 
1790s.  Walter. 5 Octaves FF–f3.   
 
1803.  Érard. 4 pedals – lute stop, sustaining, sourdine, and una corda. FF–c4.  
 
1817.  Broadwood. 6 Octaves. Triple strung throughout. Two pedals – the right 

divided into two: right to dampen the treble, left to dampen the bass. Left 
pedal una corda. 

1825.  Graf. 6 ½ octaves. Range CC–f4.  Quadruple strung D to f4.1  
 
 
 
3. A summary of piano developments from 1809 
 
1809 Érard introduce the first compound escapement action. 
1819 The year Broadwood first use steel wire in their pianos. 
1821 Érard make the double escapement action. 
1822 Érard make a 7 octave piano. 
1825 Érard patented a method of fixing metal bars in England, similar to today’s 

modern grand.  
1825 Babcock patented the first full iron frame.  
                                                
1 See Sandra Rosenblum, Performance Practices, 33–37. 
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1826 Robert Warnum patented the first tape-check action, which is similar to the 
present day over-damper action, and also diagonal stringing. 

1826 Jean-Henri Pape made the first felt covered hammers for Erard. 
1827 James Stewart, Chickering’s first partner, fitted return strings, not only for 

steel bichords, but also in the treble section. 
1827 Thomas Loud, an English manufacturer made the first striking down grand 

having moved to the USA in 1825. 
1828 Pape made what was probably the first overstrung piano. 
1829 Rawler made the first under-damper piano. 
1830 Chickering made a one piece iron frame and patented it in 1843. 
1831 William Allen patented a cast iron frame, including tension bars, all in iron but 

the lower part of the wrest plank was made of wood to hold the wrest pins. 
1836 Tate was using a half blow rail. 
1836 Wheatley Kirk patented the first complete iron frame for an upright piano. 
1846 Walter Broadwood directed Mr Hipkins, the head piano tuner at Broadwood’s 

to instruct their tuners in the use of equal temperament. This was seen as a 
marketing ploy at the time. 

1850 By this time most pianos are made with a range of seven octaves going down 
to AAA.  

1853  Bechstein of Berlin was founded. Blüthner was founded. Steinweg changed its 
name to Steinway of America.  

1859 Steinway patented over-stringing.2 
 
 
 

                                                
2 Ibid., 33–37, also David S Grover, A History of the Piano from 1709 to 1980, (England: Omicron, 
1980) and  http://www.uk-piano.org/history/history_1.html 
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Example 8   Cadenza for the Rondo. Op 58    9 
 
Examples 9–12  Eingänge and score extracts.     10 
 
Example 13   Cadenza no. 1 for op. 15 in C major    15 
 
Example 14   Cadenza no. 2 for op. 15 in C major    17 
 
Example 15   Cadenza no. 3 for op. 15 in C major    19 
 
Example 16   Cadenza for op. 19 in B flat major    26 
 
Example 17   Cadenza for op. 37 in C minor    29 
 
Example 18   Cadenza no. 1 for op. 58 in G major    33 
 
Example 19   Cadenza no. 2 for op. 58 in G major    37 
 
Example 20   Cadenza no. 3 for op. 58 in G major    39 
 
 
 
Appendix B.    Melker Kadenz       
 
Example 21   For Beethoven’s Piano Concerto no. 3 in C minor op. 37. 41 
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Appendix C. Cadenzas by Czerny 
 
Example 22. From op. 200. 
 
For Beethoven’s Piano Concerto no. 1 in C major op. 15    46 
 
Example 23. Op. 315. 
 
For Beethoven’s Piano Concerto no. 1 in C major op. 15    53 
 
Example 24.  
 
For Beethoven’s Piano Concerto no. 2 in B flat major op. 19   60 
 
Example 25. Op. 61. 
 
For Beethoven’s Piano Concerto no. 3 in C minor op. 37    66 
 
 
 
 
Appendix D.  Cadenza by Liszt 
 
Example 26. 
 
For Beethoven’s Piano Concerto no. 3 in C minor op. 37    74 
     
 
 
 
Appendix E.  Cadenzas by Moscheles 
 
Example 27. 
 
For Beethoven’s Piano Concerto no. 1 in C major op. 15    78 
 
Example 28. 
 
For Beethoven’s Piano Concerto no. 2 in B flat major op. 19   85 
 
Example 29. 
 
For Beethoven’s Piano Concerto no. 3 in C minor op. 37    91 
 
Example 30. 
 
For Beethoven’s Piano Concerto no. 4 in G major op. 58    97 
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Appendix F. Cadenza by Clara Schumann 
 
Example 31. 
 
For Beethoven’s Piano Concerto no. 3 in C minor op. 37    102 
 
 
 
Appendix G. Cadenza by Johannes Brahms 
 
Example 32. 
 
For Beethoven’s Piano Concerto in G major op. 58     108 
 
 
 
Appendix H. Cadenzas by Reinecke 
 
Example 33. 
 
For Beethoven’s Piano Concerto no. 4 in G major op. 58 
First edition. Carl Reinecke. Cadenzen zu classichen Pianoforte–Concerten. Op. 87. 
 4 vols. (Leipzig: Breitkopf & Härtel, 1869–84).     115 
 
Example 34. 
 
Kadenzen zum Klavierkonzert nr. 4 von L. van Beethoven (Moscow: State Music 
Publishers, 1963)         120 
 
 
 
Appendix I.  Cadenza by Edwin Fischer 
 
Example 35. 
 
For Beethoven’s Piano Concerto in C major op. 15     126 
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Example 1. Op. 15 Rondo bar 457.1  
 
 
 
 
 
 
 

 
 

 
 
 
 
 
 
 
 
 
 
Example 2. Op. 15 Rondo bar 562.2 
 
 
 
 
 
 

 
 
 
 
 
 

                                                
1 Beethoven Concerto No. 1 in C major for Pianoforte and Orchestra op. 15. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 921, 2015), 86. 
2 Ibid., 92. 
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Example 3. Op. 37 Rondo bar 26.3  
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
3 Beethoven Concerto No. 3 in C minor for Pianoforte and Orchestra op. 37. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 923, 2015), 51. 
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Example 4. Op. 37 Rondo bar 152.4 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
4 Ibid., 59–60. 
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Example 5. Op. 58 Rondo bar 159.5 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
Example 6a. Op. 58 Rondo bar 415, page 81. 
 
 
 

 
 

                                                
5 Beethoven Concerto No. 4 in G major for Pianoforte and Orchestra op. 58. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 924, 2015), 65. 
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Example 6b Op. 58, bar 415 (alternative).6 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Example 7. Op. 58 Rondo Bars 499–507.7 
 
 
 
 
 
 
 

 
 
 
 
 

                                                
6 Ibid., 98. 
7 Ibid., 86. 



 9 

Example 8. Cadenza for the Rondo. Op 58.8  
 
 

 
 
 
 

                                                
8 Beethoven Concerto No. 4 in G major for Pianoforte and Orchestra op. 58. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter, TP 924, 2015), 98. 
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Example 9. Op. 37 Second movement bar 81.9 
 
 
 
 
 

 
 
 
 
 
 
 
Example 10. Op. 58 Second movement bars 55–62.10  
 
 

 
 
 
                                                
9 Beethoven Concerto No. 3 in C minor for Pianoforte and Orchestra op. 37. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 923, 2015), 48. 
10 Beethoven Concerto No. 4 in G major for Pianoforte and Orchestra op. 58. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 924, 2015), 54. (N.B. extra bar lines are added to the piano 
part at bar 60. When the strings re-enter after this section the score is numbered bar 63. 
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Example 11. Op. 19 Second movement bars 74 – 81.11 
 
 
 
 

 
                                                
11 Beethoven Concerto No. 2 in B-flat major for Pianoforte and Orchestra op. 19. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 922, 2015), 47. 
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Example 12. Op. 73 bars 490–513.12 
 

 
 
 
 
 
 
 

                                                
12 Beethoven Concerto no. 5 in E flat major for Pianoforte and Orchestra op. 73. Edited by Jonathan 
Del Mar (Kassel:Bärenreiter, TP 925, 2015), 53–54. 
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Example 13. Cadenza no. 1 for op. 15 in C major. Beethoven.13 
 
 
 
 
 

 
 
 
 
 
                                                
13 Beethoven Concerto No. 1 in C major for Pianoforte and Orchestra op. 15. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter, TP 921, 2015), 93–94. 
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Example 14. Cadenza no. 2 for op. 15 in C major. Beethoven.14 
 
 
 

 
                                                
14 Beethoven Concerto No. 1 in C major for Pianoforte and Orchestra op. 15. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter, TP 921, 2015), 95. 
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Example 15. Cadenza no. 3 for op. 15 in C major. Beethoven.15 
 
 
 
 

 
 
 
 

                                                
15 Beethoven Concerto No. 1 in C major for Pianoforte and Orchestra op. 15. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter, TP 921, 2015), 96–99. 
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Example 16. Cadenza for op. 19 in Bb major. Beethoven.16 
 
 
 
 

 

 
 

                                                
16 Beethoven Concerto No. 2 in B-flat major for Pianoforte and Orchestra op. 19. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter, TP 922, 2015), 73–74. 
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Example 17. Cadenza for op. 37 in C minor. Beethoven.17 
 
 
 
 
 

 
 

                                                
17 Beethoven Concerto No. 3 in C minor for Pianoforte and Orchestra op. 37. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter, TP 923, 2015), 85–86. 



 30 

 
 

 
 
 
 
 
 
 
 
 



 31 

 
 
 

 
 
 
 
 
 
 
 



 32 

 
 
 

 
 
 
 
 
 
 
 



 33 

Example 18 Cadenza no. 1 for op. 58 in G major. Beethoven.18 
 
 
 

 
 
 
 

                                                
18 Beethoven Concerto No. 4 in G major for Pianoforte and Orchestra op. 58. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 924, 2015), 93–95. 
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Example 19. Cadenza no. 2 for op. 58 in G major. Beethoven.19 
 
 
 

 
 

                                                
19 Beethoven Concerto No. 4 in G major for Pianoforte and Orchestra op. 58. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 924, 2015), 96–97. 
 
 



 38 

 
 

 
 
 
 
 
 
 
 
 
 
 



 39 

Example 20. Cadenza no. 3 op. 58 in G major. Beethoven.20 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
                                                
20 Beethoven Concerto No. 4 in G major for Pianoforte and Orchestra op. 58. Urtext. Edited by 
Jonathan Del Mar (Kassel: Bärenreiter TP 924, 2015), 97. 
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Appendix B 
 
 
 

Example no. 21 
 
 
 

Melker Kadenz 
 
 
 

 

For Beethoven’s Piano Concerto in C Minor op. 37 
 
 
 
Location of Autograph: Melk Abbey, Music 
Archive. VI, 129.  
 
 
 
 
 
 
 
 
 

 
Source: First Print edited by Robert Freeman. 
Ludwig van Beethoven (?) “Melker Kadenz” (for 
the Piano Concerto No. 3) Edition Wien-München, 
Doblinger, 1997, 1–4.  
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*Bar 14 Bb added. 
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Appendix C 
 
 
 

Example no. 22 
 
 
 

Cadenza (from op. 200) by Czerny 
 
 
 

For Beethoven’s Piano Concerto in C Major op. 15 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Source: Carl Czerny, Systematische Anleitung zum 
Fantasieren auf dem Pianoforte, op. 200. (Vienna: 
Diabelli & Cappi, 1829). GB-Lbl HOL/4063 DSC. 
Facsimile edition. (Leipzig: Breitkopf & Härtel,  
1993), 30–35. 
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Example 22. Cadenza for op. 15 in C major. Op. 200. 
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Appendix C 
 
 
 

Example no. 23 
 
 
 

Cadenza op. 315 by Czerny 
 
 
 

For Beethoven’s Piano Concerto in C Major op. 15 
 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
Source: Carl Czerny. Cadenzen zu Ludwig van 
Beethovens Concerten für das Piano-Forte. Opus 
315. (Vienna: Haslinger, 1833), 1–6. D-Mbs, 1 Bl., 9 
S., Wien. 4 Mus. Pr. 20763–1. 
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Example 23. Cadenza for op. 15 in C. Czerny. Op. 315. 
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Appendix C 
 
 
 

Example no. 24 
 
 
 

Cadenza by Czerny 
 
 
 

For Beethoven’s Piano Concerto in B flat Major 
op. 19 

 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
Source: Carl Czerny, Deuxième grand concert pour 
le piano avec orchestre/composé par L.v. 
Beethoven; opus 19; arrangé avec 2 violons, viola 
et violoncelle, et augmenté d’une cadence par 
Charles Czerny. (Leipzig: Au Bureau de Musique 
C.F. Peters, 1854), 13–16. GB-Lbl h. 2808. 
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Example 24. Cadenza for op. 19 in Bb. Czerny. 
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Appendix C 
 
 
 

Example no. 25 
 
 
 

Cadenza by Czerny 
 
 
 

For Beethoven’s Piano Concerto in C Minor op. 37 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
 
Source: Carl Czerny, Präludien, Cadenzen und 
kleine Fantasien im brillanten Style für das Piano-
forte. 61. Werk. (Vienna: Diabelli, 1824), 29–35.  
A-Wn L 18. Kaldeck MS42411–qu.4o . 
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Example 25. Cadenza for op. 37 in C minor. Czerny. 
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Appendix D 
 
 
 

 
Example no. 26 

 
 
 

Cadenza by Liszt 
 
 
 

For Beethoven’s Piano Concerto in C Minor op. 37 
 
 

 
Location of Autograph: private hands 
 
 
 
 
 
 
Sources: Liszt, Cadence Pour le Concerto op. 37 
de Beethoven, ed. Isidore Philipp (Paris: Costallat 
& Cie, 1921), 1–3. US-Lou M3. P557 Ser.3. C3 1921. 
Liszt, Cadenza for op. 37 in C minor, in Beethoven 
Kadenzen, ed. Michael Rische (Mainz: Schott, 
2007) 44–51.  
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Example 26. Cadenza for op. 37 in C minor. Liszt. 
 
 
 
 
 
 
 

 
* C flat in the Costallat edition. 
Bar 7 the top note of the R.H. chord is E flat in the Costallat edition. 
Articulation detail from the Costallat edition. 
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Appendix E 
 
 
 

Example no. 27 
 
 
 

Cadenza by Moscheles 
 
 
 

For Beethoven’s Piano Concerto in C Major op. 15 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
Source: Cadenzen zu den Beethoven’schen Clavier-
Concerten. I Zwei Cadenzen zum ersten Concert in 
C dur. Op. 15. Ignaz Moscheles 1794–1870 
(Leipzig: Bartholf Senff, 1870), 3–8. GB-Lbl h.483.e.  
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Example 27. Cadenza for op. 15 in C major. Moscheles 
 
 
 
 
 
 
 
 
 

 
 
 
 
 



 80 

 
 
 
 
 
 
 
 
 
 

 
 
 
 



 81 

 
 
 
 
 
 
 
 
 
 

 
 
 
 



 82 

 
 
 
 
 
 
 
 

 
 
 
 
 
 



 83 

 
 
 
 
 
 
 
 

 
 
 
 
 
 



 84 
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Appendix E 
 
 
 

Example no. 28 
 
 
 

Cadenza by Moscheles 
 
 
 

For Beethoven’s Piano Concerto in B flat Major 
op. 19 

 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
Source: Cadenzen zu den Beethoven’schen Clavier-
Concerten. II Cadenz zum zweiten concert in B dur. 
Op. 19. Ignaz Moscheles 1794–1870 (Leipzig: 
Bartholf Senff, 1870), 12–16. GB-Lbl h.483.e. 
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Example 28. Cadenza for op. 19 in Bb major. Moscheles. 
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Appendix E 
 
 
 

Example no. 29 
 
 
 

Cadenza by Moscheles 
 
 
 

For Beethoven’s Piano Concerto in C Minor op. 37 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
Source: Cadenzen zu den Beethoven’schen Clavier-
Concerten. III Cadenz zum dritten Concert in C 
moll. Op. 37. Ignaz Moscheles 1794–1870 
(Leipzig: Bartholf Senff 1870), 17–21. GB-Lbl 
h.483.e. 
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Example 29. Cadenza for op. 37 in C minor. Moscheles. 
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Appendix E 
 
 
 

Example no. 30 
 
 
 

Cadenza by Moscheles 
 
 
 

For Beethoven’s Piano Concerto in G op. 58 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
Source: Cadenzen zu den Beethoven’schen Clavier-
Concerten. IV Zwei Cadenzen zum Vierten Concert 
in G dur. Op. 58. Ignaz Moscheles 1794–1870 
(Leipzig: Bartholf Senff 1870), 22–25. GB-Lbl 
h.483.e. 
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Example 30. Cadenza for op. 58 in G major. Moscheles. 
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Appendix F 
 
 
 

Example no. 31 
 
 
 

Cadenza by Clara Schumann 
 
 
 

For Beethoven’s Piano Concerto in C Minor op. 37 
 
 
 

Location of Autograph: unknown 
 
 
 

First Edition: Leipzig: Rieter-Bierdermann, c1870. 
Plate no. 636a and b. 

 
 
 
 
 
 
 

 This Edition: Fünf Kadenzen zu Konzerten von 
Beethoven und Mozart: Klavier zu 2 Händen. 
(Leipzig: Peters, 1932; reprinted New York: C.F. 
Peters, 1952), 3–7. 
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Example 31. Cadenza for op. 37 in C minor. Clara Schumann. 
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Appendix I 
 
 
 

Example no. 32 
 
 
 

Cadenza by Johannes Brahms 
 
 
 

For Beethoven’s Piano Concerto in G Major op. 58 
 
 
 

Location of Autograph: Bodleian Library, MS. M. 
Deneke Mendelssohn c. 10. 

 
 
 
 
 

 
 

 This Edition: Johannes Brahms; Sämtliche Werke. 
Ausgabe der Gesellschaft der Musikfreunde in 
Wien. Studien und Bearbeitungen für Klavier, Band 
XV . Ed. Mandyczewski. (Leipzig: Breitkopf & 
Härtel, 1926–28) 112–17. GB-Lbl W85/0735MUSIC. 
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Example 32. Cadenza for op. 58 in G major. Johannes Brahms. 
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Appendix G 
 
 
 

Example no. 32 
 
 
 

Reinecke Cadenzen zu classichen Pianoforte-
Concerten. Op. 87 

 
 
 

For Beethoven’s Piano Concerto in G Major op. 58 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
Source: First edition. Reinecke Cadenzen zu 
classichen Pianoforte-Concerten. Op. 87. 
(Leipzig: Breitkopf & Härtel, 1869–84), 2–5. GB-
Lbl H. 3172.d. (10). 
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Example 32. Cadenza for op. 58. Reinecke 
 
 
 
 
 
 

 
 
 
 
 
(Leipzig: Breitkopf & Härtel, 1869–84). © British Library Board, H. 3172.d. (10). 
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© British Library Board, H. 3172.d. (10). 
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 © The British Library Board, H. 3172.d. (10). 
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© British Library Board, H. 3172.d. (10). 
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Appendix G 
 
 
 

Example no. 33 
 
 
 

Reinecke Cadenzen zu classichen Pianoforte-
Concerten. Op. 87 

 
 
 

For Beethoven’s Piano Concerto in G Major op. 58 
 
 

 
Location of Autograph: Unknown 
 
 
 
 
 
 
 
 
 
Source: Kadenzen zum Klavierkonzert nr. 4 von L. 
van Beethoven. (Moscow: State Music Publishers, 
1963), 30–34. 
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Example 33. Cadenza for op. 58. Reinecke 
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Appendix H 
 
 
 

Example no. 34 
 
 
 

Cadenza by Edwin Fischer 
 
 
 

For Beethoven’s Piano Concerto in C Major op. 15 
 
 

 
Location of Autograph: unknown 
 
 
 
 
 
 
 
 
 
 
Source: Edwin Fischer, Kadenzen zu drei 
Klavierkonzerten von Ludwig van Beethoven. 
(Mainz: B. Schott’s Söhne, 1958), 4–7. 
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Example 34. Cadenza for op. 15 in C major. Edwin Fischer. 
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