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Foreword

This book was born out of astonishment. In the vast Chopin bibliography—one that is now impossible to fully embrace—there are surprising gaps, one being the editions of Chopin’s works and their history. That topic is perhaps the most neglected in musicological research to date, even more so than the (equally unloved) history of Chopin piano performances. I address the reasons of this state of affairs in Chapter 1. I have no doubts that filling this gap is a most urgent scholarly endeavour.

Consequently, the fundamental premise of this book is to look comprehensively at the history of editions of Chopin’s works as cultural texts. To reject the hitherto dominant normative perspective—typical of historiographic and editorial approaches—and see editions as events of reception history, a peculiar “mirror carried along the high road” of nineteenth-century musical culture, decipher their encoded meanings and visions of Chopin’s work, ideologies, positions in the deepest nineteenth-century debates surrounding music and the musical work.

The scope of this dissertation has essentially been limited to editions published in the nineteenth century. The starting date is that of Chopin’s death, 1849, marking the end of the composer’s control over the publication of his musical texts and at the same time, opening a stage of reception history characterised by increasingly numerous and complex events. Chopin’s death also opened the era of editions that were more or less critical in nature, i.e. based on editorial changes introduced to the compositional text. From then on, an edition is no more a compositional source and becomes a cultural text: textual and contextual changes are triggered by a number of acknowledged and unconscious motivations that make up reception history. The understanding of Chopin’s text underwent numerous evolutions in that period, coloured as it was by different contexts of reception: (1) music history: the evolution of musical styles and trends; (2) editorial theory and practice: new methodologies of preparing editions, the emergence of new theoretical (source edition) and practical categories; (3) sociology: the evolution of Chopin’s audiences; (4) philosophical: the ontological status of the musical work and its relationship with performance and score, the status of the author and his creative intention, the possibility of cognising a work, and so forth.

I chose the end of the nineteenth century as the border date for my body of examined Chopin editions. That date, however, does not coincide with any sharp caesura in the history of music editing. Therefore, I have treated it flexibly, and ← 9 | 10 → have in many cases discussed later editions, too. It is true that the turn of the nineteenth and twentieth century brought the publication by the Royal Academy of the Arts in Berlin of the Urtext classicher Musikwerke series and consequently, the final shaping of the monumental, scientifically grounded source edition. That was a pivotal moment in the history of music editing, but research into Chopin editions show that the historical reality was more complicated: the notion of “source edition” developed since the 1850s; the Berlin Urtext was just one of the stages of emergence of editorial historicism; Urtext as an edition type fully crystallised only after World War II; and finally, there were other important phenomena in editing history, such as critical and teaching editions, for which the year 1900 offered no relevant caesura. In this book, it has also proven necessary to discuss later editions as the best exemplifications and final evolutionary stages of editorial types that emerged earlier, in the nineteenth century.

My archival research in both Polish (Biblioteka Narodowa, National Chopin Institute, Warsaw Music Society) and international libraries (Bibliothèque Nationale de France, British Library, Österreichische Nationalbibliothek, Staatsbibliothek in Berlin, and others) resulted in a large body of sources, including around one hundred and forty editions of Chopin’s works in original form (I have excluded transcriptions from the scope of the present book; they have been thoroughly researched by Barbara Literska1), of widely different character: from monumental editions of complete works to occasional prints of single pieces. A complete list and detailed characteristic of those sources is to be found in the Bibliography, while I classify those editions in Chapter 2, Editions of Chopin’s works: state of the sources and their classification. Starting from earlier classifications in the musicological literature, I have redefined and completed them with hitherto undiscussed types of editions, based on pragmatic criteria: the goal of editions. That classification originates from notions and distinctions that were already used in the nineteenth century by music editors; it is, therefore, partly historical, objective, but also intuitive. For the sake of completeness, I also propose purely subjective, ahistorical classifications, based on heuristic and biographical criteria.

Chapter 3 and 4 discuss a broad body of editions from the dual point of view of reception history. In Chapter 3, Editions of Chopin’s works: the historical perspective, I primarily focus on the quantitative aspect of Chopin editing, i.e. its civilisational context: the geographical distribution of editions; the specificity of Chopin editing ← 10 | 11 → in different countries, directly influencing textual and philological elements; the quantitative, statistical aspect of editions; their functioning on the marketplace; and legal issues such as copyright. I also address aspect of genre distribution of editions, linked directly to cultural issues of reception. A detailed qualitative analysis of selected editions (philological text analysis from the point of view of their relationship to sources as well as the scope and character of editorial changes) is included in Chapter 4, Editions of Chopin’s works: the analytical perspective. Based on four case studies, focusing on representative editions from the four most important cultural centres of Chopin editing (Germany; France; England; and Poland), I discuss the key philological phenomena such as (1) source filiation; (2) an edition’s position in the series of original works and replicas; (3) variants and their role in Chopin’s works; (4) the relationship of source and critical elements in text editing; (5) editorial strategies such as the verification and compilation of sources, and the scope and character of an editor’s own interventions. Some of those aspects, such as dating, reprints, and later runs of given editions, link with the quantitative topic of Chapter 3, but are discussed here in detail on the example of selected editions and in connection with their philological aspects.

Chapter 5, Editions of Chopin’s works: the social and aesthetic perspective, is a discussion of the broad phenomena of Chopin’s work reception in the nineteenth century and their reflection in music editions. The results of my quantitative and qualitative analysis, linked with studies of source texts (forewords to different editions, articles by Chopin editors and performers, musical press) and the latest musicological literature on reception studies, are used to illuminate Chopin editing in the broad context of a social reception of the composer’s music. Such an approach is made the more necessary by the fact that to date, the different narratives on Chopin editions were limited to the normative aspect (assessment of editions’ texts from the point of view of more or less narrowly defined source criteria), but were rarely seen as an element of cultural history. The latter approach was hitherto represented by Anglo-Saxon authors, particularly Jeffrey Kallberg and Jim Samson; their research has been the strongest inspiration of my own studies. I also refer to aesthetically conceived reception history as practised by Irena Poniatowska and Zofia Chechlińska, as well as selected French authors, and finally, to the current—dynamically developing in recent years—of gender studies in music, shedding a new light on the history of Chopin reception and editing.

Jim Samson writes that music history “construct[s] narratives, and these narratives … effectively stabilise the musical work, in that they view it either as a relational object or as the effect of a cause. Reception studies, on the other hand, construct a rather different history, a history of response, of people’s involvement ← 11 | 12 → with musical works.”2 The object of the final chapter of this work is to examine ways in which that response to Chopin and his work manifests itself in printed scores. Chopin’s work in the nineteenth century was trivialised, instrumentalised, ideologised (such as in the trend of simplified editions; salon music and Chopin’s “femininity,” particularly lively in English, and to a lesser extent, French culture), recontextualised, redefined, commented, translated, analysed (analytical and interpretative editions, poetic commentaries to Chopin’s works; the issue of romanticism, emotionality, and visionary character of Chopin, particularly lively in French, and to a lesser extent Polish, culture), nobilitated, promoted to the musical canon but also edited to satisfy determined aesthetic criteria (the current of monumental and historicising editions; the issue of Chopin’s classicism and his national character, particularly lively in German, and to a lesser extent Russian, culture). Editions of Chopin’s works became an emanation of musical analysis; the object of trivialisation toward popular music; the victim of nationalist debates over the superiority of one culture over others; and finally, an attempt at immobilising in time a given musical performance, i.e. an anticipation of emerging sound recording.

The “horizons of expectations” (a currently fashionable term of reception studies) of editors were expressed in methodological–ideological forewords or literary–analytical commentaries; editions grew in extramusical elements when the musical text itself became increasingly unable to carry the various meanings superimposed on Chopin’s art. The horizons of expectations of pianists were reflected in a abundant emendation of all elements of the musical text, from pedalisation and dynamics to (in extreme cases) the work’s very form; simultaneously, the reverse tendency also grew toward presenting the work cleansed of any noncompositional additions, in its “pure” form based on primary sources. The horizons of expectations of teachers and their students sought expression in various strategies of determining the musical text: edited or thoroughly new systems of fingering, dynamics, tempo, and expression, added performance commentaries aimed at directing a student’s playing and making for an easier comprehension of the musical and poetic context of the work; these approaches originated from the teaching method of Chopin himself, and contributed to the emergence of the main currents (schools) of Chopin playing. The horizons of expectations of audiences, more or less correctly identified by publishing houses, were reflected in the recontextualisation of Chopin’s work, its adaptation, adoption, harnessing to various musical–social situations, in which the works’ immanent musical ← 12 | 13 → content sometimes lost its primary meaning, but also conversely, became the object of a reverential, almost museum-like reconstruction. The notated text of Chopin’s work as an expression of the composer’s intention and the core of that work’s solid identity became a passive object of intervention and modification; text and context were modified according to need and scheme. Yet that solid identity proved resistant to the test of time; centripetal and centrifugal tendencies, trivialisation and nobilitation, utilitarianism and pietism remained in a state of balance, and the move between levels of understanding of the work was often fluent. If English musicology defines the history of Chopin reception in the nineteenth and twentieth century as a “dispersal” and “closure of meanings,”3 we may think we have come full circle. Our modern urtext editions have the ambition of giving us Chopin’s text as it was written by the composer. Yet we know more about that text and work than ever before, enriched as we are with the various approaches to Chopin over the past two centuries. An important transcript of those approaches is to be found in music editions, from Heugel’s Édition modèle of 1860 up to Alfred Cortot’s Édition de travail of 1947. Together, they compose a greatly varied but specifically coherent group of historical sources. This book wants to be a chronicle of those sources.



1 Literska, Dziewiętnastowieczne transkrypcje utworów F. Chopina.

2 Samson, “Chopin Reception,” 15.

3 Ibid., 11.
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Chapter 1

State of research

1. Music editing, History and theory

1.1 Music editing as a specific form of scientific editing

In his classic book on the scientific bases of music editing,4 James Grier defined the specificity of that subdiscipline versus literary editing. Highlighting the relatively young history of music editing, whose earliest origins can be sought in the mid-eighteenth-century editions of the works of Handel, but which developed on a larger scale only with the emergence of the complete editions of leading German composers in the mid-nineteenth century, Grier comments on the hidden ideological character that accompanied music editing from the very beginning: “Since the formation of the Bach-Gesellschaft in 1850 … musicologists have produced an enormous quantity of distinguished editions …. But a strong element in the undertaking was the creation of a canon, a central core of repertory, whose texts carried the same philological weight as their rivals in literature and political history.”5 That observation leads Grier to emphasise the historical conditioning of any types of music editions, including those that theoretically embrace objectivism and a transmission of the composer’s intentions free from contaminations:


Over the past century and a half, music editions strove to present a neutral edition, one that seemed to preserve objectivity and permitted either a limited scope for editorial intervention, or none at all. Again, a term, this time Urtext, reveals the mode of editorial thinking. An Urtext purports to present the “original” text of the composer, unmediated by the editor. But even the staunchest proponents of the concept, Günther Henle and Georg Feder, recognize the necessity for the editor’s critical involvement, as I show below. That admission underscores the central tenet of this book: editing is an act of criticism.6



Therefore, while music editing follows scientific philological editing in developing its own theoretical–methodological as well as practical foundations, explicitly formulated in the forewords to source editions published in the second ← 17 | 18 → half of the nineteenth century,7 Grier sees that process as a change of attitude toward the character of editing: a move from the prescientific to the scientific phase of editing and not a qualitative breakthrough. He points how the move reflects the “distinction between the work, which depends equally on the score and performance for its existence, and a text, either written (a score) or sounding (a performance) that defines a particular state of the work. This is the distinction I maintain throughout this study: the work exists in a potentially infinite avatar of states, whether in writing (the score) or in sound (performance); the text is one of those states.”8

1.2 Historical research on music editions

In the above-quoted book of James Grier, the author indicates that “until recently there has been very little critical discourse about the nature of music editing.”9 The historiography of that subdiscipline is equally limited. While both Grier and authors of writings on the history of music reception in the nineteenth century discuss editions, they do so on the margin of their main narrative (see, for example, Carl Dahlhaus10). The fundamental work here is Music Printing and Publishing, edited by Donald Krummel and Stanley Sadie,11 which presents a broad historical and systematic overview. On the other hand, the number of detailed works on music editing is significant, with the many minor writings on the various publishing houses (German literature on this topic is particularly rich). The basic historical overviews on publishing houses are: in England, Charles Humphries and William Smith’s Music Publishing in the British Isles and Oliver Neighbour and Alan Tyson’s; English Publishers’ Plate Numbers; in Germany, Otto Deutsch’s Musik Verlags Nummern; in France, the comprehensive, three-volume Dictionnaire des éditeurs de musique français by Anik Devriès and François Lesure. Russian publishers are discussed briefly by Cecil Hopkinson. The latest and most complete work on Polish publishers is Warszawskie edytorstwo muzyczne 1772–1865, which follows the earlier works of Maria Prokopowicz and Krzysztof Mazur.12 ← 18 | 19 →

A historical and sociological approach to music editing was proposed by Hans Lenneberg in his extensive work titled On the Publishing and Dissemination of Music. 1500–1850.13 The author looked at the social history of editing, transcending the earlier systematic, cataloguing approaches, and answering the crucial questions: who over the centuries has been buying music prints? What were the consequences of introducing copyright in the nineteenth century? How did editing influence musical taste; who chose which works to publish; how much did publisher and composer earn? Using the earlier research of Daniel Heartz, Samuel Pogue, Thomas Whitney Bridges, Catherine Weeks Chapman, Kristine Forney, and James B. Coover, Lenneberg draw a history of editing from the invention of musical printing to the mid-nineteenth century. He points out the significant differences in the development of music printing in various countries: since the end of the seventeenth century, German-speaking countries experienced a collapse of around a hundred years, while music editing in England and France developed unhindered. French editing flourished particularly between 1827 and 1865, when there were thirty-nine publishers and thrity-four engravers operating in Paris alone, and according to various estimates, France exported between three and four times more music than it imported from other countries. In the 1870s and 1880s, the proportion was reversed, and Germany became the leading exporter of music prints.

Lenneberg also discusses the sociologically important current of “cheap music.” As soon as 1834, Maurice Schlesinger founded the Société pour la Publication à Bon Marché, a publishing operation aimed at issuing “classics for the masses”: the works of the leading composers at the price of one sou per page. (In England, Novello initiated a similar project a few years later.) But the firm went bust after just two years. The end of the 1830s was actually a time of deep changes in the music industry. The quantitative growth of editing was simultaneous with consolidation; editing became part of the complex music business: Ignace Pleyel had, apart from his publishing house, a piano manufacturing unit and a concert hall; other publishers issued music magazines. In order to maximise their irregular revenues, composers started publishing their own works, and some such as Cherubini, Clementi, Hummel, and Pleyel developed fully-fledged publishing houses. At the same time, the musical taste became more ← 19 | 20 → vulgar, the performing capacities of the music-making masses decreased, and music, under the influence of instrumental virtuosity and the stile brillante, was becoming increasingly difficult to play:


Even music for smaller ensembles (for example, the chamber music of Beethoven and Schubert) tended to be too difficult for wide dissemination; it was becoming concert music, that is, music performed by professionals for a paying audience. As the publisher’s archivist—he worked for Breitkopf & Härtel—Wilhelm Hitzig noted that the amateur in the early nineteenth century wanted to make music him— or herself, but there soon came to a split, and eventually a gulf, between the serious and the playable, in which “arrangements” or simplifications become less respectable. For the publisher the problem of sales became more acute in terms of both the production’s expense and the limits of a less homogeneous buying public. The sense of isolation that became increasingly common among “artists”—Berlioz and Liszt were probably among the first to be fully aware of it—was a direct reflection of production costs for concerts and opera as well as publishing. The resulting popularization of arias from operas, of simple arrangements of complex music written especially to be easy to play but brilliant to hear, divides musical production into two camps, the serious and the trivial. Salonmusik (and, later, Schlager or “hits”) must now bring in the money that will finance such artistic egos as Berlioz and, eventually, Wagner. At least on the Continent, the fifty years from 1780 to about 1830 represent a crisis in the publishing business that makes it difficult to treat it homogeneously. I believe that the development of what is to become popular music (Trivialmusik or Unterhaltungsmusik) begins in the eighteenth century; one can see this by noticing the sort of music published in cities where the business was good, for example in Paris.14



A sign of the deepening divide between “serious” and “entertainment” music in the second half of the nineteenth century was on the one hand, a deluge of transcriptions and popular editions, and on the other hand, the emergence of first “scientific,” monumental, and source editions, simultaneous with the emergence of musicology and historicism in the approach to music of the past generations. Lenneberg disagrees with historians that trace this trend back to the eighteenth-century anthologies such as Boyce’s (a position held notably by W. Schmieder), which he calls “commercial ventures rather than educational—historical.”15 He sees the first truly historical music anthology in Joseph von Sonnleitner’s Geschichte der Musik in Denkmälern planned for 1806, which however was abandoned after the French occupied Vienna.16 Both currents, popular and historical editions, had a major influence also on Chopin editing. ← 20 | 21 →

One of the works that look at detailed issues of music editing as an aspect of reception is Victoria Moore’s book The House of Novello, published in 2003. In the chapter House Editorial Techniques, the author thus formulates her methodology, one which greatly inspired mine in the present book:


Although the Novello scores of the mid-nineteenth century do not today enjoy a reputation of accuracy, they nonetheless can be evaluated as documents of Victorian performance practice. The “philosophy” behind the editing of music, the acceptance, use, and methodology of editions can tell us much about the period in which they were prepared and used. In their study of historical performance Colin Lawson and Robin Stowell indicate that earlier editions may not provide “accurate” versions but can serve as windows disclosing much about the perception of the work and the cultural climate in which it was created.17



Based on various types of sources—music editions, publishers’ catalogues, newspapers and magazines, but particularly her in-depth research of the Novello house archives, with special attention to financial documentation—Cooper draws a broad fresco of the social function of Novello’s editions on the background of the dynamic development of the English economy in the years 1815–85, and consequently, the emergence of the bourgeois society and middle class, which constituted the main consumer of that house’s publications. Taking as her starting point Weber’s Music and the Middle Class of 1975 as well as her own research, Cooper determines the level of cultural consumption of the middle class. According to her estimates, representative of that social group spent around one–two percent of their yearly income on entertainment. A concert ticket and a score of Handel’s Messiah costing around five schillings constituted four–five percent of the monthly wage of a lower clerk, and 0.75 percent of the salary of a qualified engineer; hence the level of participation in cultural life can be estimated at around one score and a few concerts per year for the lower middle class and around ten scores per year and a few concerts per month for the upper middle class.

Subsequently, Cooper analyses two bodies of Novello editions: a series of ancient English sacred music by Purcell, Boyce, and Greene, and the first edition of Beethoven’s Missa Solemnis of 1828, looking to “investigate some editorial alterations that were made and what these changes disclose about the musical taste, technical capabilities, and demands of the growing amateur market.”18 Based on extant documents, the author indicates that the owner of the publishing house, ← 21 | 22 → Vincent Novello, actively searched for manuscripts and earlier editions of ancient English masters to serve as the basis for his own re-editions: “Novello’s promoted performance editions of the eighteenth-century English school for a market which previously had to make do with old-style clefs and unrealized figured bass.”19 Analysing the scores, Cooper indicates the following categories of changes introduced by Novello: (1) simplified phrasings when transcribing vocal works to instruments, and added slurs facilitating performance in the case of older sources; (2) simplification of the organ pedal notation (due to the changed construction of English organs) and octave doublings for more powerful sound in choral performances; (3) simplification of ornaments when transcribing for instruments, for a clearer texture; (4) homogenisation of rhythmical values for a more coherent homophonic texture.

Cooper states, “these changes were made to accommodate the technical abilities of his market. Thus, the simplified rhythmic pattern for an ornament or an additional phrase marking could guide the musician through difficult passages. Indeed, Vincent’s tinkering with eighteenth-century scores reflects the original composer’s own flexibility to adapt to the different demands of performers and audiences in his own century.”20 On the other hand, in the first (incomplete—it featured only the Kyrie and Quoniam) edition of Beethoven’s Missa Solemnis, op. 123 of 1828, Cooper notes that the changes were less significant than in the case of ancient works: Novello introduced minor dynamic changes but retains some of the idiosyncrasies of Beethoven’s notation. Cooper sums up her analysis as follows:


In an analysis of Vincent’s level of alteration within the work it appears that a standard policy was adopted: Vincent was more inclined to preserve the original dynamics, articulation, and phrasing than he was in the eighteenth-century editions discussed above. One reason may hinge on the differing degree of familiarity of the two works to the market, which purchased and performed Novello editions, made up primarily of amateurs and some professionals. … In turn, he may have felt a responsibility to introduce the little-understood Beethoven work in its original form rather than alter it too drastically for amateur use.21



Victoria Cooper’s innovative research, therefore, combines two trends that were separated in earlier criticism: on the one hand, historical and sociological research on the music publishing market, demand, and consumption as well as ← 22 | 23 → cultural aspects that conditioned music publishing (such as concert life), while on the other, a philological analysis of editions from the point of view of changes introduced into the musical text and the interpretation of their social and ideological meaning (the latter is a particularly relevant issue). Some of those elements were developed on a larger scale in other writings, but Cooper’s merit is to have combined them into a coherent whole—the first such endeavour in musicological literature.

2. Chopin reception studies

The issue of interpreting nineteenth-century and later editions of Chopin’s works as a particular aspect of the composer’s reception originates from the dynamic development of reception studies in recent years. It could be argued that this area of study has currently overshadowed the historical and analytical research on Chopin’s work as such. The multidirectional studies on Chopin reception in the nineteenth and twentieth century have been summarised at a number of recent conferences and collective publications; they focus on several areas.

A draft of musical reception methodology was proposed as early as 1973 by Zofia Lissa,22 and was taken over in 2001 by Irena Poniatowska.23 Mieczysław Tomaszewski systematised the most important phenomena with the reception of Chopin.24 He distinguished five phases: romantic, postromantic, modernist, neoclassical, and contemporary, indicating on the one hand the historical character of reception and its relation with the major intellectual formations of European culture, and on the other, the influence on reception by compositional practice, aesthetic thought, and even political situation. Tomaszewski showed the degree to which historical and ideological circumstances condition the receptive shape of Chopin’s work, which essentially does not exist in pure form.

Further steps in that direction are made in the reception studies undertaken by Anglo-Saxon scholars, especially John Rink, Jeffrey Kallberg, and Jim Samson. The latter in his text “Chopin reception: theory, history, analysis” undertook to formulate a metatheory of reception studies. He argues that reception is a “social production of meanings,”25 conditioned by the intellectual mood of its time but also the reality of the musical marketplace and the relation between consumption, power, and art. (That issue is also discussed by Kallberg in his “Chopin in ← 23 | 24 → the Marketplace.”) Reception is therefore a highly ideological phenomenon: it is the surface manifestation of hidden social energies. By showing the work as a collection of dispersed meaning, created multidirectionally by a series of individual perceptions and receptions, Samson weakens or altogether disintegrates the positivistic understanding of the musical work with its rigid identity, proposing instead a work seen as a “fusion of horizons”26 of the author and his listeners. (That approach is shared by Jeffrey Kallberg and Lydia Goehr.27) Samson thus draws a new direction for reception studies, with possible impulses coming not only, as to date, from explicit critical or literary writings, published musical works, the correspondence of authors and performers, but also statistical data on concert ticket and music edition sales, the musical repertoire of various musical institutions at a given time and place, and finally, the very language of speaking and writing about music, which is not only a blind, obedient tool, but itself becomes a sign of unexpressed meanings and emotions that contribute to musical culture.

According to Samson, “in tracing these multiple social existences a reception study can light up the ideology concealed in the corners of music history.”28 In that approach, Chopin’s work is historically determined, thus “ideologically polluted,” for example in the performances from the turn of the nineteenth and twentieth century, with their excessive rubato, textual licences, added ornaments, and even introductions improvised by pianists, as well as the late-nineteenth-century practical editions, abounding in almost unlimited editorial interventions. Yet, Samson points out, that Chopin work is equally ideologised in the modern vision of the musical work as an immutable, ahistorical entity, reflecting in a stable text the alleged “author’s intention.” Urtext editions are just as marked by their historicity as the above-mentioned practical editions. Whereas the latter are marked by the ideology of a work’s utility, adapting it to various groups of listeners, and the mercantile necessities of music publishing, the ideology behind the urtexts is, Samson writes, “the myth of the musical work,”29 derived from a socially and nationally determined intellectual construct that was German musical thought of the second half of the nineteenth century. That construct was developed notably to justify a given canon of “classical” works and composers, from Bach through Mozart and Beethoven to Brahms. Samson shows how Chopin was included in that canon through the publication of an edition of his complete works by Breitkopf & Härtel ← 24 | 25 → in 1878–80. That edition was part of a large publishing movement that encompassed the editions of complete works of the great German composers, seeking to codify the canon. John Kerman observes another manifestation of the latter, as well as a substantiation of its highly ideologised character, in the theory of analysis of Heinrich Schenker, who included Chopin amongst the most important composers of music history. We can recall Schenker’s symptomatic words about Chopin: “For the profundity with which nature has endowed him Chopin belongs more to Germany than to Poland.”30

The historical reality of Chopin’s work was completely different, Samson argues. He stresses that in the postclassical world of the stile brillante, “a hierarchy of values subordinated work to genre, genre to performance.”31 The music of Chopin as a product of a given performance practice, the reflection of the taste of a given public, cannot be stabilised in an ahistorical and immutable “work.” Although Chopin “went on to transcend”32 the historical repertoire of his time, its traces persist in his entire output, even against the composer’s intentions. Jeffrey Kallberg eloquently confirms that view when saying that the countless variants in Chopin’s manuscript and printed sources “reflect something essential to the constitution of a work of art in the 1830s and 1840s”33. This was also reflected, adds Samson, in the attempt by Chopin’s pupils at establishing an editorial tradition where the composer’s variants would be taken into account in printed editions, divergent as they are with manuscripts and first editions. The era of looking for a stable text, endowed with the sanction “drama of separation” of text and performance.34

The status of the musical score as a reflection of Chopin’s creative intention is an editorial but also historical and ontological issue. Commenting on the well-known but not for that less complex problem of variants, Jan Ekier speaks of Chopin’s “final texts” instead of final text, and establishes the notion of the duality of Chopin’s musical genius; Witold Rudziński talks about Chopin’s aleatorism, and Adam Rieger of “polyauthencity.”35 Various practical approaches to that issue are taken: Kallberg postulated that text versions earlier than the final one, whenever they were printed, and even if they are the work of another hand, be included in the work’s text: “Chopin allowed this version to be performed, so it already existed as a reality for the German public,” a peculiar composer’s sanction. Thomas Higgins ← 25 | 26 → questions the idea of a final version, claiming that not every subsequent compositional variant is an improvement: “Chopin himself did not always arrive at the most satisfactory solution.” Mieczysław Tomaszewski aptly summarises the whole story, stating that there is no doubt that the nature of Chopin’s creative process should be reflected in editing: “Editing just one version is to make a choice where in practice there was no choice.”36 Yet this makes the issue of hierarchy of variants and that of the practicality of postulated “polyeditions” even more pressing.

3. Studies on Chopin editions

In modern Chopin studies, research into editions are a relatively recent trend, which is developing but remains limited to selected research topics. Source studies on Chopin’s first editions and manuscripts have the longest tradition—they were undertaken as early as the nineteenth century as an auxiliary element in preparing the works of Chopin for publication (Karol Mikuli, Jan Kleczyński) as well as in biographical studies (Frederick Niecks). While those works were usually not academic in character, and were subordinated primarily to pragmatic objectives, the findings of nineteenth-century authors often remain of interest, and modern scholars can use that data originating from a period when Chopin’s main publishers were still operating on the market. At the same time, the embryonic systematic thinking that can be observed for example in the writings of Mikuli are now a precious historical source for studying nineteenth-century editing theory and sociology.

Detailed historical studies of editions, based primarily on source research but often touching upon more general issues of editions’ history and reception, have notably been published by Gastone Belotti with regard to Italian editions; Krzysztof Grabowski on French ones; Brahms scholars George Bozarth, Imogen Fellinger, and Wilhelm Altmann on the Breitkopf & Härtel edition; Maria Eckhardt on Liszt; Jean-Jacques Eigeldinger and Jean-Michel Nectoux have discussed the Oxford edition of Édouard Ganche.37 One of the few broader approaches was proposed by Barbara Literska in her dissertation on nineteenth-century transcriptions ← 26 | 27 → of Chopin’s works38; while transcriptions are in many aspects similar to editions of original works, they also have their own specificity, hindering the direct adoption of Literska’s conclusions in other areas of music editing.

The lack is striking, however, of comprehensive historical writings on the editions of Chopin’s works. In her essay on Chopin reception in Poland in the nineteenth century, Zofia Chechlińska essentially ignores the issue of editions, despite the relatively small body of editions that would seem easy to analyse. A similar stance is taken by Irena Poniatowska in her several works on Chopin reception in the nineteenth century, which she sees primarily through published texts and the art of other composers. In his milestone compendium Chopin. Chopin. The Man, His Work and Its Resonance (1998), Mieczysław Tomaszewski synthetically sums up the history of Chopin editions, distinguishing four stages:


1. Editions of the generation of Chopin’s pupils or other direct wtinesses of his art (1860–80), characterised by pietism, efforts to preserve Chopin’s authentic text, which may be made determinate only based on direct testimony (Tellefsen, Fétis, Marmontel, Mikuli);

2. Editions of the generation of the indirect tradition (1873–82); a positivist tendency toward primary sources and comprehensiveness (Klindworth, Reinecke, Breitkopf & Härtel 1878, Scholtz, Kleczyński);

3. Editions of independent performers, great virtuosos, and composers; documentation of the individual style of editors and of the mannerist completion of the score with additional indications; negligent attitude toward sources (Pugno, Friedman, Debussy, Sauer, Cortot, and others);

4. Urtext and critical editions; transmission of Chopin’s authentic text; minimal interpretative interventions (Ganche, Paderewski’s Dzieła Wszystkie, Henle, National Edition).39



Tomaszewski’s approach, although it grasps the key parameters of the historical development of Chopin editing, appears on the one hand too restrictive, unable to embrace the whole richness of philological and semiotic aspects represented by editions (teaching versus critical editions; influence of the national aspect; the cultural value of lesser editions that are subjected to editorial interventions to a lesser extent), and on the other hand, too simplified, based on arguable criteria (one could question the authenticity of Marmontel’s edition; the source faithfulness of Klindworth; the “minimal interventions” of Bronarski and Paderewski). ← 27 | 28 → Jim Samson, when he laconically characterises the history of Chopin editing as an “dispersal of meanings” in the nineteenth century and “closure of meanings”40 in the twentieth, opts for an opposite solution: his greatly capacious notions well sum up the general historical tendency, but ignore the nuances, those editions that are interesting and meaningful precisely because they depart from the overall pattern.

In essence, the musicological literature to date has not looked at editions as an element of a broadly understood reception history. The interpretation of editions as specific cultural statements today lags far behind source studies, for example. The very few studies of that kind include notable essays by Andreas Ballstaedt and Anne Swartz, included in the second volume of Chopin Studies, edited by Jim Samson (1994).41 Especially in the work of Ballstaedt, nineteenth-century German editions of Chopin’s works, both complete editions and minor prints of single works, are interpreted from the point of view of sociology and semiotics, disclosing patterns of Chopin reception that functioned in the German musical life of that time. One limit of that interesting essay is that it focuses on the most generic characteristics of editions, such as which works they include, forewords and other declarative elements; on the other hand, Ballstaedt completely disregards the analysis of musical text, and his conclusions—however substantiated and thoughtful—do not appear to be anchored in specific textual changes and the historical and sociological factors that generated them. This is a gap that needs to be filled—an endeavour that lies behind the present book.

3.1 Research on manuscripts and other primary sources

The chronology and characteristic of French, German, and English first editions of Chopin’s works is well researched. Earlier catalogues of Chopin’s works included Maurice J. E. Brown’s Chopin. An Index of His Works in Chronological Order (1960 and 1972) as well as Józef Michał Chomiński and Teresa Dalila Turło’s Katalog dzieł Fryderyka Chopina (1990). The detailed studies of Jean-Jacques Eigeldinger, Jeffrey Kallberg, and other authors have introduced significant corrections in the dating of first editions. Krzysztof Grabowski has been particularly active in this field, presenting a synthetic summary of French and English first editions.42 ← 28 | 29 → That same author has also addressed the hitherto ignored issue of reprints and reimpressions of first editions, which has significant consequences for further research; those scholars who ignored it and identified later (often heavily amended) reprints, often originating from the late nineteenth century, with original editions have often formulated false hypotheses both in musicological and source–editorial writings. From this point of view, a fundamental publication is the Annotated Catalogue of Chopin’s First Editions edited by Rink and Grabowski, summing up earlier research on the subject, with the use of an enormous amount of sources (over 4,500 items from 50 international libraries), the latest state of research, and a large number of illustrations (reproducing title pages in their many versions). Interactive computer research tools on first and later editions are also available, including the Online Chopin Variorum Edition (www.ocve.org.uk) and Chopin’s First Editions Online database (www.cfeo.org.uk), linked to the above-mentioned Annotated Catalogue. The Variorum Edition is a particularly useful computerised tool for comparative analysis, completely changing the economy of source studies, hitherto handicapped by the necessity of tediously comparing dozens of different scores.

In recent years, research on other primary compositional sources has also developed dynamically: sketches, manuscripts, editing manuscripts, proofs (Stichvorlage), and copies of printed editions annotated by Chopin. Krystyna Kobylańska catalogued Chopin’s manuscripts and sketches back in 1977. Detailed studies of manuscripts have been published notably by Bożena Adamczyk-Schmid, Gastone Belotti, Martin Hansen, Arthur Hedley, Jim Samson, and many times by Jean-Jacques Eigeldinger; Chopin’s sketches have been analysed notably by Zofia Chechlińska and Maciej Gołąb; a comprehensive approach to Chopin’s manuscript sources has been proposed by Wojciech Nowik.43 Zofia Chechlińska traced the composer’s entire creative process from sketch to first edition, on the example of scherzos and nocturnes. Edition studies have been particularly helped by the research over the last three decades on the corrections introduced by Chopin on his students’ copies of printed scores. Insights have been offered by Édouard Ganche, Ferdynand Jan Gajewski, and Jeffrey Kallberg; great merits go to Jean-Jacques ← 29 | 30 → Eigeldinger, whose facsimile edition of the annotated scores of Jane Stirling44 and pivotal book Chopin: Pianist and Teacher As Seen by His Pupils have changed our understanding of Chopin’s compositional intentions and the textual aspect of his works. Consequences were drawn by Jan Ekier from an editorial point of view (under the eloquent title Chopin’s final text or texts?), and Jeffrey Kallberg from a musicological one.45

Despite the progress of research in recent years, the literature is modest on Chopin’s contact with his publishers and how his manuscripts functioned in the editorial process of the first half of the nineteenth century. Other composers, including Beethoven, Mendelssohn, Liszt, and to a lesser extent Schubert, Schumann, Wagner, and Verdi, have been the object of in-depth research in that area, including the publication of often extensive correspondence with their publishers, sometimes shedding new light on the detailed issues of variants, chronology, copyright, and so forth. In the case of Chopin’s first editions, we can mention Zofia Lissa’s article “Chopin im Lichte des Briefwechsels von Verlegern seiner Zeit” and Maurice Brown’s “Chopin and his English publisher”; however, both are over forty years old. Jeffrey Kallberg summarised the current state of research in his fundamental dissertation “Chopin in the Marketplace” (1983),46 dedicated to the market situation of Chopin’s editions in the nineteenth century. Many issues are still obscure, however, partly because of the difficult access to the much dispersed, and often lost, sources. Research on the commercial aspect of Chopin editing, both during the composer’s life and later, are nonexistent; a few receipts and contracts quoted by Kallberg are nearly the only data we have. Archives need to be scanned for invoices, accounting books, printing order, and other such elements allowing assessment of the quantitative aspect of nineteenth-century music editing.

3.2 Research on later editions

While source studies on first editions and other primary sources of Chopin’s works have made it possible to establish a detailed chronology and gather a body of fundamental sources for an analysis of Chopin’s art, the state of knowledge on later editions from the nineteenth and first half of the twentieth century is far less ← 30 | 31 → advanced. The literature is very limited: as mentioned, this book is the first attempt at a comprehensive discussion of the topic, which will doubtlessly require further studies. It is even difficult to speak of a sound methodology. The existing studies can be divided into two groups: systematic/idiographic and editorial/critical. The former includes catalogues of Chopin’s works (especially Chomiński and Turło’s Katalog dzieł), which besides first editions, list later nineteenth-century ones, but only the most popular ones. Synthetic historical works include Yakov Mil’shteyn’s “K istorii izdaniya sochineniy Shopena” (1960) and Krzysztof Grabowski’s doctoral dissertation L’œuvre de Frédéric Chopin dans l’édition française (1992), which, however, was never published, while the published articles of that author47 contain only a generic historical outline and a list of the most widespread edition that is far from comprehensive. The state of research on that topic, therefore, has to be judged as unsatisfactory. The body of editorial sources of Chopin’s works had hitherto to be deduced from extant nineteenth-century publishers’ catalogues, the overall catalogues of Hofmeister and Pazdírek, and inventories of international libraries. I include a catalogue of nineteenth-century editions of Chopin’s works, developed through my research, in the Bibliography, but it naturally requires further studies, especially with regard to editions from the twentieth century, which I did not study comprehensively.

3.3 Editorial criticism of editions

An important contribution to the study of some nineteenth-century editions of Chopin’s works was brought by editors of later editions, which saw the former as a source (auxiliary to first editions) of their own version of the musical text. The asset and usefulness of those studies lie in their detailed analysis of the text, looking at identifying variants and other discrepancies with the compositional sources. Their weakness, on the other hand, is the focus on a few most popular editions (that is understandable, given the objective of such analysis), but especially the pragmatic, editorial character of the analysis, which despite the use in a few cases of scientific methodology, most often disregards all historical and aesthetic aspects.

Nineteenth-century editions of Chopin’s works, their characteristics and classification are already mentioned in writing from the second half of the century, but that presence is limited to criticism of one edition by editors of others. Notes of that kind can be found in the forewords and commentaries to collected ← 31 | 32 → editions by Karol Mikuli, Jan Kleczyński, Hermann Scholtz, Theodor Kullak, and later by Ignacy Friedman and the editors of the Polish edition Dzieła Wszystkie. Such writings have now become a historical source for Chopin reception studies in the nineteenth and twentieth century, not as an expression of methodologically grounded editing theory and criticism. In a similar vein, the much more detailed comparative critical work undertaken for modern urtext editions by Henle-Verlag and the Polish National Edition48 have a pragmatic, not a systematically scientific character. The objective of those works is not to look at nineteenth-century editions of Chopin’s works as a historical phenomenon, a text of culture that encodes contemporary meanings and judgments, nor it is to criticise those editions from the point of view of a scientific theory of editing (even though such a theory exists both in literary and music editing: see the writing of Georg Feder, Georg von Dadelsen, and Donald Krummer). Instead, editors of modern urtext are motivated by a purely pragmatic tendency toward the establishment of a best musical text for their own editions.

The basic problem discussed in those analyses and writings, faithfulness toward compositional sources, is only one of many that deserve to be studied, while the very notion of “faithfulness” and the issue of reaching a “best text,” central to the interests of the above-quoted authors, have been increasingly criticised in recent years. The most active criticism has come from Anglo-Saxon authors: Jim Samson, John Rink, Jeffrey Kallberg, and their collaborator Krzysztof Grabowski. It is interesting that Rink and Samson, together with Jean-Jacques Eigeldinger, have become the editors of the newest urtext edition, published since 2003 by the London publishing house of Peters. The activity on those authors also on the field of Chopin reception history and the systematics of former Chopin editions49 makes their purely editing decisions a particularly interesting topic for our discussion. Apart from errors in the methodology of source analyses and filiation, the main point of their criticism toward earlier urtext editions is the fact that their editors compiled variants originating from different sources in order to obtain a so-called editio optima; Rink and Grabowski oppose this tendency with postulating the use of a single historical source, correcting its errors, while including important variants from other sources in the notes; such an approach is coherent with modern scientific editing theory. Yes such a solution has little to do with historical reality: in nineteenth-century editing, compilations of variants ← 32 | 33 → in view of an editio optima (in the aesthetic, not documentary meaning) were the universal norm.

One scholar that seeks to revive that reality is Jeffrey Kallberg. Writing about the different variants in the sources, he observes:


“The Chopin problem,” one to which a variety of largely anachronistic and entirely unreconcilable “solutions” were devised. What has been mostly lacking is a sense of the historical contexts in which these variants were produced. … These variants are essential to the aesthetic mode of existence of Chopin’s music, as understood both by Chopin and by his audiences in the 1830s and 1840s. … This suggestion has significant consequences for the study of Chopin’s music in general, and its editing in particular. For when we conceive of variants as something basic to the existence of the work of art, they become less a ‘problem’ and more a necessary part of our informed understanding.50



Based on his analysis of the compositional sources of the Waltz in D flat major op. 64 no. 1, the Nocturne in B major op. 62 no. 1, and a few other works, Kallberg argues that in the different first editions as well as manuscripts and students’ copies corrected by Chopin, there exist equivalent textual variants that are impossible to hierarchise. He thus postulates that modern urtext editions include several equivalent variants, side by side in their main text:


Different modern editors have opted for different solutions …. All, however, print in the body of their edition only one version of the passage. Here is where the socially determined model of textual criticism I have proposed would lead to a different result. For if we assume that the production of musical texts in the nineteenth century was a collaborative process and that textual authority arises from the nature of the agreements between the composer and the institutions that printed his music, then both the German and French editions emerge as fully “authoritative” versions of the Nocturne in B Major. To publish only one of them would be to deny the validity of the arrangements that yielded the other. A single text would do injustice to the historical and aesthetic circumstances surrounding the work.




Providing documentation of the genesis allows students of the score to grasp more fully the compositional context within which the public shape of the work emerged. And it permits musicians to exercise their own critical judgment as to whether Chopin revised effectively or not, and opt for a “private” reading if they so desire. In making editions, we do not want to foreclose the possibility that unpublished versions might be more interesting to today’s musicians than the published ones. … The gain for the user of such an edition is significant: the pianist, rather than being offered a precise prescription for performance, is presented with a range of options for the articulation of the phrase (the implication being that other possibilities falling within this range but not explicitly notated by Chopin would also be acceptable). The edition would thus capture something of ← 33 | 34 → the fluidity and variability that Chopin himself brought to the performance of his music. If Chopin allowed multiple versions of a piece to appear before the public, then this reflects something essential to the constitution of a work of art in the 1830s and 1840s.51



Kallberg’s idea is stimulating and relevant because contrarily to the narrow pragmatic–normative perspective that has dominated editing for over a century, it is based on a “historically sensitive” thinking, asking questions that are fundamental to the historian but have been totally ignored in editing: by whom, why, and for what purpose were changes introduced into Chopin’s text. Yet Kallberg’s extreme historicism reduces the very idea of a musical edition ad absurdum: it loses its original and fundamental practical character, became an elaborate encyclopaedia of historical and sociological circumstances and contexts of the work, of great importance to the scholar but utterly impractical to the performer. In this doing, that edition itself becomes an expression of modern scientific and cognitive tendencies—proportionately to the extent it detaches itself from nineteenth-century editions, which only gave one text, while issues of variants and the lability of the work were expressed in performance, not in edition.
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Chapter 2

Editions of Chopin’s works: sources and typology

1. Chopin editions in the nineteenth and twentieth century. State of research

Editions of Chopin’s works in the second half of the nineteenth century make up a very rich body of sources. The multitude and dispersal of those sources is a challenge to research. On the one hand, the large number of editorial realisations of the works of Chopin and other leading composers in the nineteenth century is a testimony to the developed market of printed music in Europe’s principal cultural centres, an aspect directly linked to dynamic concert life, the popularity of home music-making and informal concerts. On the other hand, it confirms the special success of Chopin’s music compared to other composers of that time, while also reflecting how much the reception of his output changed through the second half of the nineteenth century, triggering the emergence of numerous reprints and (more importantly) edited versions of Chopin’s piano works. As such, nineteenth-century Chopin editing constitutes a coherent and complete cultural “text,” a faithful reflection of nineteenth-century musical culture and its many detailed phenomena. The historical and analytical perspective on this body of sources is discussed in Chapters 3 and 4, respectively; the present chapter orders and classifies that material.

My research has revealed a body of over one hundred forty nineteenth-century editions of Chopin’s works: editions of complete works; larger and smaller partial editions, encompassing entire genres or a number of the composer’s works; and a large number of isolated editions of Chopin’s most popular compositions. Since many editions had several runs, often edited and amended and actually constituting separate sources, the number of Chopin editions in the nineteenth century may be estimated at the high hundreds or even thousands. As a comparative material for my study, I have also assembled a body of around thirty editions of Chopin’s complete works from the twentieth century.

From this large body of sources, I have subsequently selected around forty editions particularly representative for specific editorial phenomena or of particular historical relevance. Their classification is discussed in the next subchapter; a full list appears in the Bibliography. That body is composed notably of:


1. Around twenty editions of complete or selected works, published in Germany after the expiry of copyright for Chopin’s works in that country (1879), ← 35 | 36 → including five different collected editions published by Breitkopf & Härtel; an important edition by Karol Mikuli; an edition by Karl Klindworth published by Bote & Bock in Berlin (reedited from a Jurgenson edition in Moscow); editions by Theodor Kullak and Hugo Riemann, which I selected because of the typology they represent.

2. Nine editions of complete or selected works, published in France between the expiry of copyright on Chopin’s works in that country (1859) and the end of the nineteenth century, including the historically important editions of Brandus, Heugel, and Richault (edited by Thomas Tellefsen); three equally important editions by Lemoine, Leduc, and Flaxland; and three twentieth-century editions whose value lies with their editors: Claude Debussy, Léon Diémer, and Alfred Cortot, as well as the fact that together with the said nineteenth-century prints, they constitute a unique series of interrelated editions;

3. Several English editions on a more modest scale than those from Germany or France (I discuss the issue of English editions of Chopin’s works in the next chapter), including an edition of complete works by Ashdown & Parry; other editions shall be discussed not for their textual but contextual and cultural merits;

4. A series of five editions of Chopin’s complete works, published in Warsaw by Gebethner i Wolff, whose special historical value stems from the fact they are the only comprehensive Chopin editions from Poland and from their textual characteristics, which I analyse in detail in Chapter 4.5;

5. A few select Russian editions, chiefly that of Karl Klindworth, published by Jurgenson;

6. Less imported prints from the end of the nineteenth century from America (edited by Rafael Joseffy and Ignacy Jan Paderewski) and one Italian edition by Ricordi from around 1880, opening a series by that publishing house that continued to the second half of the twentieth century.



The editions discussed in this book represent, therefore, all typological categories that I define in the course of the present chapter, as well as all cultural centres and the entire period of major importance for Chopin editing, from the year 1859 (first editions of complete works in France) to 1947 (publication of the second version of Alfred Cortot’s edition).

2. Nineteenth-century theory of editing

The development of scientific music editing was parallel to that of scientific literary editing, and originated from the project of monumental editions of complete ← 36 | 37 → works of the leading authors of the eighteenth and nineteenth century. That process initiated in the mid-nineteenth century, and accelerated at the turn of the 1870s and 1880s. Undoubtedly, before that period and also partly afterwards, simultaneously with the emergence of theoretical foundations of editing, the preparation of music editions was a purely practical process, devoid of explicit theoretical bases and scientific methodology. Strictly speaking, there is no such thing as a nineteenth-century theory of editing; there are no formulated theoretical foundations, no developed reflection on editorial criteria, no nineteenth-century classification of types and genres of editions with clearly defined characteristics. Only sporadically did editors explicitly discuss their editorial techniques, critical apparatus, or the source base of a given edition. In that context, a unique source is to be found in the extensive article by Otto Jahn of 1863, in which the author comments on the new editions of Beethoven’s complete works, but which in fact formulates a comprehensive theory of prescientific music editing.52 That article notwithstanding, in the vast majority of cases nineteenth-century music editions functioned without an explicitly methodological foundation.

Nonetheless, the lack of a formulated theory of editing in the nineteenth century does not mean that there were no elements of implicit typological thinking about music editions. That thinking can be deduced not only from editorial stategies, techniques, and choices, which can be analysed by researchers today, but also from nonmusical elements of music editions: forewords, notes, performing commentaries, title pages, press reviews, letters, memoirs, theoretical writings on music, and even commercial advertisements and announcements, which for the modern historian, can become eloquent signs of nineteenth-century thinking about music editing in many aspects: normative, axiological, pragmatic, and historical. All those historical sources are, in fact, signs of edition reception, in which musical scores are subjected to critical description and assessment, which in turn can be studied as a manifestation of given typological and theoretical categories. These categories together make up a nineteenth-century theory of editing: one not formulated directly but implicitly functioning as a system of cultural norms.

Already a superficial analysis of title pages of the most representative editions of Chopin’s works reveals the richness of nineteenth-century editorial categories. It is a telling fact that from the body of over a hundred editions from the nineteenth and beginning of the twentieth century analysed for this book, merely a ← 37 | 38 → dozen includes no qualifying adjectives on the title page. On the other hand, no fewer than twenty-four editions use the adjective new (nouvelle, neue, nuova). Sixty-two editions declare to have been revised or edited (revue, revidirte, redigirte, riveduta). Forty-nine emphasise their added or revised fingering (doigtée, mit Fingersatz versehen / bezeichnet, diteggiata), and the next criterion in terms of frequency is correction (seventeen occurrences of terms such as corrigée, berichtigt, corretta). Relatively rarely do editors declare the addition of performing indications (edition accentuée, mit Vortragszeichen, and so forth: eight times) or remarks (Anmerkungen, observations: six times). While rarer, the genre of an edition is mentioned with some frequency: instructive Ausgabe (seven cases), Prachtausgabe (two), akademische Ausgabe (two), Urtext (one), with German editions occasionally including a further precision of the term: for example, the edition of Carl Reinecke (Breitkopf & Härtel, 1880) is titled Neue revidirte Ausgabe, mit Fingersatz zum Gebrauch im Conservatorium zu Leipzig versehen, while the well-known edition of Alfred Richter (J. Schuberth in Leipzig, 1880—) is defined as Neue revidierte Prachtausgabe mit Fingersatz zum Gebrauch im Conservatorium der Musik zu Leipzig. Twenty years later also in Leipzig, Ernst Rudorff declared on the title page of another Breitkopf edition: issued on the orders of the Royal Academy of the Arts in Berlin (Herausgegeben auf Veranlassung unter Verantwortung der Königlichen Akademie der Künste zu Berlin). Two editions bear the note: Study Edition (Ausgabe für den Unterricht), of which one (ed. Jadassohn, Kahnt, 1880) adds: for self-study (und Selbststudium).

Specifying an edition’s pragmatic character in the nineteenth century appears to have been a characteristic trait of German editions, while it was just as frequent in Germany as it was in England or France to indicate the source basis for an edition: this latter tendency proves that for nineteenth-century editors, matters of faithfulness to sources or obtaining the sanction of an “authority” were important preoccupation. For example, the edition of Karl Klindworth (Jurgenson, Moscow, 1873–76, later reprinted in Germany and England) included the works of Chopin reviewed, fingered and thoroughly corrected d’après les éditions de Paris, Londres, Bruxelles et Leipsic.53 ← 38 | 39 →

Figure 1: Œuvres de Fr. Chopin revues… par Charles Klindworth. Moscou chez P. Jurgenson, title page


[image: illustration]


← 39 | 40 →

The edition of Ashdown & Parry (London, 1862—), successors to Wessel, clearly declares its provenance on the title page: The original English edition published by Wessel & Co. under the immediate superintendence of the composer. Other editions are also worthy of mention where that declared source origin serves an ornamental rather than a documentary character, as in the case of the first Italian edition of Ricordi (ed. Roberto Vitale, 1879), which is corretta sulle migliori edizioni.

Figure 2: Raccolta delle composizioni… di F. Chopin accuratamente rivedute… da R. Vitali. Stabilimento Ricordi. Milano, fragment of title page


[image: illustration]


The Polish edition of Idzikowski (1911–16), edited by the mysterious Juan d’Alba, is also corrected after “the greatest pedagogical and artistic authorities” (corrigée d’après les premières autorités pédagogiques et artistiques). That of Eduard Mertke (Steingräber, Leipzig, 1880–85) is “corrected and fingered after the French and English first editions” (nach den französischen und englischen Originaldrucken berichtigt und mit Fingersatz versehen), which implicitly means: based on German first editions, with interpolations from French and English ones. Consequently, already at the early stage of Chopin editing (the year 1880 being the first of free copyright for his works in Germany), a tendency appears ← 40 | 41 → that is typical for all editions up to our modern times, namely toward a compilation of various sources in order to prepare a single text. The edition of Jan Kleczyński (Gebethner i Wolff, Warsaw, 1882) is, in turn, “corrected and fingered with the author’s variants, communicated by his most eminent students.
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