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PREFACE/VORWORT

“ Clest une chose étrange combien les imbéciles trouvent de plaisir &
patauger dans 'ceuvre d’un autre ! & rogner, corriger, faire le pion !

IN JUSTIFICATION
OF THIS EDITION

The wording on the title-page: ‘‘ First Authentic
Edition ” may strike the reader as strange, and
requires some explanation.

The fact that hitherto there has been no correct
edition of Mozart’s last ten Quartets is bound up
with the history of the autographs. These autographs
formed part of the mass of manuscripts found
among Mozart’s papers which on January 9th, 1800
passed from the hands of his widow Constanze
into those of the Offenbach publisher Johann Anton
André. But they did not remain long in his posses-
gion. Regarding them as no longer of value for
his publishing projects he resold them to the
harp-maker Johann Andreas Stumpff (b. Ruhla
in Thuringia, January 27th 1769; d. London,
November 2nd, 1846) who is well known from
the story of Beethoven’s last years and was also
friendly with Goethe. When this happened is
not quite certain. Stumpfi himself in a letter
to Ludwig Storch (see Die Gartenlaube; 1857, 33,
p- 455) mentions the year 1811, but it was prob-
ably 1814, as Stumpff, who was settled in London
since 1790, could as a British subject hardly have
ventured upon the Continent before Napoleon’s
downfall, and it is 1814 that he himself men-
tions as the date of his visit to Germany. (In
the late summer of 1824 he also sought out
Mozart’s widow and sister in Salzburg and cheered
the closing years of Marianne’s life with a gift of
money.)

Part of the Mozart autographs which he had acquired
Stumpff offered for sale again as early as 1815, but
the ten Quartets he retained. A year after his death,
on March 30th, 1847, the first six Quartets and
the Hoffmeister-Quartet were acquired for the sum
of £8 18s. by Charles H. Chichele Plowden, of
London, and the Prussian Quartets for the sumn of
£4 6s. 0d. by a Mr. Hamilton, who sold them to Mr.
Plowden on the following day. In 1907, at the
suggestion of William Barclay Squire, his daughter
Harriet Chichele Plowden bequeathed them, to-

gether with other manuscripts, to the British.

Museum. The bequest led to an action on the part
of Miss Plowden’s heirs, but this fortunately failed
in its object. :

It goes without saying that the numerous editions
of Mozart’s Quartets that were published before 1800

G. FLAUBERT to G. Saxp, July 14th, 1874.

BERECHTIGUNG
DER AUSGABE

Die Bemerkung auf dem Titelblatt : ,, First Authentic
Edition  klingt vielleicht befremdend und bedarf
der Begriindung.

Dass Mozarts zehn letzte Quartette bisher noch keine
korrekte Ausgabe erfahren haben, hingt zusammen
mit dem Schicksal der Autographe. Diese Autographe
befanden sich unter der Masse der Handschriften
aus dem Nachlass Mozarts, die am 9. Januar 1800
aus dem Besitz seiner Witwe Constanze in den des
Offenbacher Verlegers Johann Anton André iiber-
gegangen waren. Sie blieben jedoch nicht lange in
Andrés Hinden. Er verkaufte sie, als ohne weiteren
Wert fiir seine geschiiftlichen Zwecke, weiter
an den aus der Geschichte des letzten Lebensab-
schnittes Beethovens bekannten, auch mit Goethe
befreundeten Londoner Harfenmacher Johann An-
dreas Stumpff (geboren in Ruhla in Thiiringen 27. Ja-
nuar 1769, T 2. November 1846 in London). Wann
der Besitzwechsel geschah, ist nicht ganz sicher.
Stumpff selbst nennt in einem Briefe an Ludwig
Storch (s. “Die Gartenlaube” 1857; 33, S. 455) das
Jahr 1811; doch war es vermutlich 1814, da Stumpff,
seit 1790 in London ansissig, als englischer Untertan
vor Napoleons Sturz schwerlich den Kontinent betre-
ten konnte, und dies Jahr selber als das seiner Reise
nach Deutschland angibt. (Er hat im Spitsommer
1824 auch Mozarts Witwe und Schwester in Salz-
burg aufgesucht und durch eine Geldspende noch
den Lebensabend Mariannes erhellt.)

Einen Teil der von ihm erworbenen Autographe
Mozarts bot Stumpff bereits um 1815 wieder aus;
die zehn Quartette behielt er jedoch hei sich. Ein
Jahr nach seinem Tode, am 30. Mirz 1847, erwarb
die sechs ersten und das Hoffmeister-Quartett um
8 £ 18 sh, und am folgenden Tage auch die
Preussischen Quartette von einem Mr. Hamilton,
der sie fiir die summe von 4 £ 6 sh. gekauft hatte,
Charles H. Chichele’ Plowden in London, dessen
Tochter, Harriet Chichele Plowden, sie nebst andern
Handschriften 1907 auf Betreiben William Barclay
Squire’s testamentarisch dem British Museum
vermachte. An das Vermichtnis kniipfte sich ein
Prozess der Exben Miss Plotden’s gegen das Museum,
der jedoch gliicklicherweise nicht zum Ziele fithrte.

Es versteht sich von selbst, dass die bereits zahl-
reichen Ausgaben der Quartette Mozarts vor 1800
auf eine einzige Quelle zuriickgehen: auf die drei
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are based on one sole source, the three original edi-
tions. These are : the six Haydn Quartets, Op. X,
published by Artaria in 1785 ; the so-called Hofi-
meister-Quartet in D maj. (K. 499), published about
1788; and the three “Prussian” Quartets, Op. X VIII,
which were brought out, by Artaria once more, at
the end of 1791, a few weeks after Mozart’s death.
(Copies of all three editions, of which the second is
specially scarce, are in the Paul Hirsch Music Lib-
rary at Cambridge.) After January 9th, 1800,
André was the only person in a position to bring
out an edition corrected by reference to the auto-
graphs. This, however, he did not do. His “ new
and most carefully revised original edition ”” which
was published later in score, with the plate-
numbers M 1—10, is, in spite of its title, full
of inaccuracies and takes great liberties with the
text. Equally disappointing is the edition of the

six Haydn Quartets in parts published by Franz

Anton Hoffmeister (“ Trois Quatuors . . . par
W. A. Mozart, I—III, IV—VI,” plate-numbers
60 and 85), though it must be remembered that
this did not appear till the end of 1800 or the
beginning of 1801, when Hoffmeister had al-
ready moved to Leipzig. Not only did he make
no attempt to use his former connection with
Mozart, both as friend and publisher, to gain
Constanze’s permission to inspect the autographs,
but he allowed himself several arbitrary departures
from Artaria’s text, such as the reversal of the
order of the Minuet and Andante in the A maj.
quartet. Breitkopf and Hirtel’s almost contempo-
raneous edition of twelve quartets in parts (to
the *“Great Quartets” K. 157 and K. 160 are
added, the former in a hopelessly garbled form)
in their ‘‘ Buvres de Mozart ”’ is already strictly
speaking an ‘ arrangement,” with new expression
marks, slurs and other wilful alterations. These
were the work of August Eberhard Miiller, Cantor
at the Thomasschule from 1804 and Director of
Music at the two chief Leipzig churches, who
also revised the ‘ (Buvres complettes ” of Haydn
at about the same time. The firm paid him hand-
somely. for his labours.

It is natural to suppose that from 1814 to 1907
the autographs of the ten great Quartets remained
unavailable for editorial or critical purposes. This is
true, with one important exception. They were used
for the “ Gesamt-Ausgabe” of Mozart’s works,
published by Breitkopf and Hirtel. On March 17th,
1869 Joseph Joachim wrote to his wife : © Yesterday
I was occupied with a task on which I unfortun-
ately started too late to be able to finish it this time.
Someone here possesses all the manuscripts of
Mozart’s Quartets, and I have started comparing the
printed scores carefully with them. It is amazing
how inaccurate the markings have become in the
course of time ; an edition by David that I recently
had in my hands is once more the most disgrace-
ful of all in this respect .,. .” (Letters, ed. Johannes
Joachim and Andreas Moser, III, 5; 1913). In
February or March 1870 Joachim seems to have com-
pleted his labours, which twelve years later (in 1882)
were made available in Series XIV of the “ Gesamt-
Ausgabe.” But it must be confessed that the great

Originalausgaben, von denen Exemplare sich simt-
lich in der Musikbibliothek Paul Hirsch, Cambridge
befinden, und deren zweitgenannte eine besondere
Seltenheit geworden ist: die sechs Haydn-Quartette
op. X, 1785 bei Artaria erschienen ; das sogenannte
Hoffmeister-Quartett in D dur (K. 499), um 1788
erschienen, und die drei, * Preussischen” Quar-
tette op. XVIII, die Ende 1791 wenige Wochen
nach Mozarts Tod wiederum bei Artaria heraus-
kamen. Einzig André hitte es nach dem 9. Januar
1800in der Hand gehabt, eine durch die Vergleichung
mit dem Autographen gereinigte Ausgabe zu ver-
anstalten. Das hat er aber keineswegs getan, und
auch seine spatere ‘“‘Neue, auf das Soxgfiltigste
durchgesehene Originalausgabe’ in Partitur mit den
Stichnummern M 1 — 10 ist trotz dieses Titels voll
von Ungenauigkeiten, Fehlern und Willkiirlichkeiten.
Enttduscht wird man auch durch die Stimmenaus-
gabe der 6 Haydn-Quartette durch Franz Anton
Hoffmeister, die allerdings erst nach seiner Uber-
siedlung nach Leipzig Ende 1800 oder Anfang 1801
mit den Stichnummern 60 und 85 erfolgte (*‘ Trois
Quatuors . . . par W. A. Mozart,” I—III, IV—VI).
Auch Hoffmeister hat seine einstigen freundlichen
und geschiftlichen Beziehungen zu Mozart nicht be-
nutzt, um etwa von der Witwe Einsicht in die Auto-
graphe zu erlangen. Seine Ausgabe fiigt der Artarias
im Gegenteil schon einige Willkiirlichkeiten hinzu,
unter anderm die Umstellung von Menuett und An-
dante im A dur-Quartett. Die etwa gleichzeitig er-
folgte Stimmenausgabe von zwolf Quartetten (den
zehn “grossen ”’ sind K. 157—dieses in vdllig ent-
stellter Gestalt—und K. 160 hinzugefiigt) in Breit-
kopf & Hirtels *“ (Buvres de Mozart ™ ist bereits im _
eigentlichen Sinne eine Bearbeitung, mit neuen Vor-
tragszeichen, Bindebsgen und andern Eigenmi#chtig-
keiten, die auf das Konto August Eberhard Miillers
gehen, seit 1804 Kantor an der Thomasschule und
Musikdirektor an den beiden Hauptkirchen zu Leip-
zig, der ja ziemlich gleichzeitig auch die *“ (Buvres
complettes’” von Haydn revidierte. Er erhielt fiir seine
Titigkeit durch die Firma ein erkleckliches Honorar.
Man darf wohl annehmen, dass die Autographe
der zehn grossen Quartette von 1814 bis 1907
jeder editionstechnischen oder philologischen Absicht
entzogen blieben, mit einer einzigen wichtigen
Ausnahme: der (Gesamtausgabe der Werke Mozarts
(Breitkopf & Hirtel). Am 17. Mirz 1869 schreibt
Joseph Joachim an seine Frau: “Gestern habe ich
eine Arbeit vorgehabt, die ich leider zu spiit ange-
fangen habe, um sie diesmal zu Ende zu fithren.
Es besitazt hier Jemand siémmtliche Manuscripte Mo-
zart’scher Quartette, und ich habe die gedruckte Par-
titur sorgfiltig zu vergleichen angefangen ; da ist’s
denn erstaunlich, was fiir Ungenauigkeiten sich mit
der Zeit in die Bezeichnungen eingeschlichen, und
eine David’sche Ausgabe, die ich neulich unter die
Finger bekam, leistet darin wieder das Unverschim-
teste” . . . (Briefe, edd. Johannes Joachim und An-
dreas Moser III, 5; 1913). Im Februar oder Mirz
1870 scheint dann Joachim diese Arbeit beendet zu
haben, die zwélf Jahre spiter, 1882, in Serie XIV
der Gesamtausgabe nutzbar gemacht ist. Aber es
muss gesagt werden, dass der grosse Kiinstler der
Aufgabe nicht gerecht geworden ist. Er hatte offen-
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artist did not quite risé to the occasion. It is clear
that in the midst of the artistic and social engage-
ments that filled his days in London he had no
leisure for a really detailed collation, and did not
worry himself about the further question whether

. the autographs ought always to be reckoned as the

sole authentic source. In the Critical Notes we shall
quote a few instances to show that the “ Gesamt-

- Ausgabe” is.by no means unexceptionable. Mr. Cecil

B. Oldman, of the Department of Printed Books of
the British Museum, has taken the trouble to com-
pare the text of the “* Gesamt-Ausgabe > with that
of the autographs of the six Haydn Quartets, and
the list of variations is considerable, in spite of the
fact that Joachim’s revision was based on the auto-

graphs alone. Nevertheless the *“ Gesamt-Ausgabe > |

has in turn served as an authoritative source for all
later editions, although for more than thirty years,
there has no longer been any obstacle to the pro-
duction of an “ Urtext-Ausgabe ” or * Authentic
Edition.” The only attempt at a collation of the
variations between the autographs and the first
editions is a manuscript list (for Op. X only) drawn
up by Mr. C. B. Oldman. This he has kindly placed
at my disposal as a check upon my own work.

CHARACTER AND
RELATIONSHIP OF THE
. TWO SOURCES

In spite of certain intrinsic difficulties our task is a
simple one. We may leave on one side all the older
and more recent editions in parts or in score, what-
ever their origin or character, and concentrate solely
on the autographs and the first editions, which
are the only authentic sources. But they must be
taken together, and at this point the question at once
arises : Which of these two sources is to be re-
garded as of the greater importance? In other words:
Did Mozart correct the proofs of his first editions,
and if so, to what extent ? For works of the 19th
and 20th centuries it is a general rule that it is not
the autograph but the text passed for printing that
is authoritative for determining the final version.
(Cf. Max Friedlaender, * Uber die Herausgabe mu-
sikalischer Kunstwerke,”” Jahrbuch der Musikbi-
bliothek Peters fiir 1908, republished in a some-
what altered form as * Uber musikalische Heraus-
geberarbeit,” Weimar, Gesellschaft der Bibliophilen,
1922, 300 copies.) Nevertheless, if for the 19th,
and even for the 20th, century one does well never
to neglect the autograph entirely and to investigate
each case carefully on its merits—Beethoven is an
instructive example for the beginning, and Bruckner
for the end, of the 19th century—this is even
more essential for the 18th century. Each of the
three original editions of the ten Quartets presents

" different features. In the case of Op. X, the six

Haydn Quartets, it may be taken as certain that
Mozart, who in his dedication entrusted them so
fondly to the world, also corrected the proofs of
them himself. The alterations in the tempo indica-

v

bar inmitten der kiinstlerischen und gesellschaftlichen
Verpflichtungen, die seine Londoner Monate ausfiille
ten, nicht die Zeit und Ruhe zu einer bis zum Letzten
sorgfltigen Vergleichung, und er hat sich auch keine
Gedanken dariiber gemacht, ob die Autographe denn
wirklich immer als einzige authentische Quelle zu
gelten hatten. Wir werden im Revisionsbericht an
einigen Fillen den Beweis dafiir erbringen, dass die
Gesamtausgabe keineswegs einen véllig einwand-
freien Text bietet. Mr. Cecil B. Oldman vom De-
partment of Printed Books im British Museum hat
sich die Miihe gemacht, die Fassung der Gesamt-
ausgabe mit der Fassung der Autographe der sechs
Haydn-Quartette zu vergleichen, und die Abwei-
chungen haben eine ansehnliche Listeergeben, obwohl
doch Joachims Revision sich ganz auf die Auto-
graphe stiitzt. Dennoch hat sie fiir alle spiteren
Ausgaben wieder als autoritative Quelle gedient,
obwohl seit mehr als dreissig Jahren der Herstellung
einer “Urtextausgabe’” nichts mehr im Wege ge-
standen hitte. Nur Mr. Cecil B. Oldman hat hand-
schriftlich auch die Varianten zwischen Autograph
und Erstausgabe von op. X zusammengestellt—ein
Manuskript, das er mir freundlichst zur Kontrolle
meiner eigenen Arbeit iiberlassen hat.

CHARAKTER
UND VERHALTNIS DER
BEIDEN QUELLEN

Unsere Aufgabe ist, trotz einiger inneren Schwierig-
keiten, einfach. Wir konnen simtliche dlteren und
neueren Ausgaben in Stimmen und in Partitur,
welcher Herkunft und Bearbeitung auch immer, bei-
seite lassen, und uns lediglich an die Autographe
und Erstausgaben halten, die die einzigen authen-
tischen Quellen sind. Es erhebt sich hier sogleich
die Frage, welcher dieser beiden Quellen der grossere
Wert zuzuerkennen ist, mit andern Worten: ob und
wieweit Mozart die Erstausgaben korrigiert hat ?
Fiir Werke des 19. und 20. Jahrhunderts gilt {is
allgemeine, Regel, dass nicht das Autograph mass-
gebend ist fiir die endgiiltige Fassung eines Noten-
textes, sondern die imprimierte Korrektur. (Vgl. Max
Friedlaender, “Uber die Herausgabe musikalischer
Kunstwerke,” Jahrbuch der Musikbibliothek Peters
fiir 1908, und—etwas verindert— ‘Uber musika-
lische Herausgeberarbeit,” Weimar, Gesellschaft der
Bibliophilen, in 300 Exemplaren, 1922.) Wenn man
jedoch schon fiir das 19. und sogar 20. Jahrhundert
gut tut, das Autograph niemals ganz zu vernach-
lassigen und jeden einzelnen Fall genau zu unter-
suchen—Beesthoven ist ein lehrreiches Beispiel fiir
den Beginn, und Bruckner fiir das Ende des 19. Jahr-
hunderts —, so ist das noch mehr geboten fiir das
achtzehnte. Bei den drei Originalausgaben der zehn
Quartette Mozarts liegt jedesmal der Fall verschie-
den. Es steht fest, dass Mozart die Ausgabe seines
opus X, der sechs Haydn-Quartette, deren Weg in
die Offentlichkeit er durch seine Widmung so liebe-
voll betreut hat, auch selbst korrigiert hat. Das geht
allein schon hervor aus den Anderungen der Tempo-
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tions, which as engraved are in several cases quite
different from those given in the gutographs, would
alone suffice to prove it ; but it is also clear from
the numerous additional dynamic markings, espe-
cially in K. 464 and 465. Nevertheless it would not do
to picture Mozart as correcting the parts with the
scrupulous attention that the present-day composer
would normally devote to them. He seems to have
gone through the first violin part only with any
particular care, and to . have throm upon tl}e
engraver full responsibility for carrying out his
directions in the other parts. Thus even with
Op. X it is necessary to compare first edition
and autograph if the correct reading, in other
words Mozart’s intention, is to be determined in
every doubtful case.

With the last four Quartets, the Hoffmeister-Quartet
(K. 499) and the three dedicated to the King of
Prussia (K 575, 589, 590), the case is different.
The Hoffmeister-Quartet was published during
Mozart’s lifetime, but it is very doubtful whether
he read the proofs of it himself He seems to
have relied on Franz Avton Hoffmeister, who
was himself an excellent musician, and the
presence of certain very un-Mozartian phras-
ings suggests that in his capacity as composer-
publisher he may have ventured on & few arbitrary
alterations in Mozart’s text. In the case of the
three Prussian Quartets, Op. XVIII, it is probable
that Mozart did not live to see the proofs. They
compare very unfavourably with Op. X, the
Quartets previously published by Artaria. He
geems to have employed on them one or more of
his most incompetent engravers, who often com-
pletely misread Mozart’s autograph. If the en-
graving was begun before Mozart’s death—and
the fact that the slow movement of K. 590 is
given a different tempo in the printed parts from
that marked in the autograph seems to support
this supposition—he was certainly not in a posi-
tion to exercise full control over it. For these
three Quartets the autograph is the only source to
be considered.

PHe engravers of the three first editions had before
them either the autographs themselves or.parts made
from them by Mozart’s copyist ; in either case their
intention was to provide a reasonably accurate re-
production of the autograph. Mozart’s autographs,
however, offer opportunities for misinterpretation,
and have consequently given rise to a nmumber of
errors over and above those introduced through the
engravers’ carelessness. Some discussion of certain
peculiarities of Mozart’s handwriting, with special
reference to the manuscript of the ten Quartets, is
therefore necessary. For the most part Mozart wrote
out his works once and once only : the same manu-
script embodies both the first draft and the final
working over. He never made “ fair copies.” This
is the explanation of the occasional inaccuracies
which are to be found in his otherwise neat and
careful scores ; inaccuracies which are repeated and
multiplied in the first editions. The position of the
notes is never in doubt with Mozart. On the other
hand, in details of articulation, such as the use of
slurs and staccato marks, he is not always so con-

vorschriften, die in einer Reihe von Fillen im Stich
anders lauten, als in der Handschrift; ferner aus den
zahlreichen dynamischen 'Zusitzen besonders in 464
und 465. Dennoch darf man sich den Vorgang nicht so
vorstellen, als ob Mozart die Stimmen mit der gleichen
peinlichen Sorgfalt korrigiert hitte, wie das in der
Regel ein Komponist von heute tut. Er scheint mit
grosserer Genauigkeit nur die Stimme der ersten Vio-
Iine durchgegangen und die Befolgung seiner Anwei-
sung dann vollig dem Stecher iiberlassen zu haben.
Auch in op. X ist also eine Vergleichung' der Erat-
ausgabe mit dem Autograph notwendig, um die rich-
tige Lesart, mit andern Worten die Absicht Mozarts
in jedem einzelnen Falle des Zweifels festzustellen.
Tn den vier letzten Quartetten, dem Hoffmeister-
Quartett (499) und den drei dem Kénig von Preussen
gewidmeten (575, 589, 590) liegt der Fall anders.
Beim Hoffmeister-Quartett scheint es bereits sehr
fraglich, ob Mozart selbst Korrektur gelesen hat,
obwohl .das Werk noch zu seinen Lebzeiten, 1788,
erschien. Er scheint sich auf Franz Anton Hoff-
meister verlassen zu haben, der ja selbst ein aus-
gezeichneter Musiker war; und einige sehr unmozar-
tische Artikulationen deuten eher hin auf eine andre
Gefahr: dass nimlich.Hoffmeister in seiner Eigen-
schaft als Verleger-Komponist einigh eigenmichtige
Veriinderungen an Mozarts Notentext vorgenom-
men hat. Bei den drei Preussischen Quartetten op.
X VIIIisteswahrscheinlich,dassMozart die Korrektur
nicht mehr gesehen hat. Sie unterscheiden sich sehr
zu ihrem Nachteil von op. X, dem fritheren Quartett-
Druck Artarias: er hat flir sie einen oder einige
seiner unfihigsten Stecher in Tétigkeit gesetzt, die
Mozarts Autograph oft villig missverstanden haben.
Wenn der Stich tiberhaupt vor Mozarts Tod in
Angriff genommen worden ist, worauf immerhin der
Umstand deutet, dass in 590 der langsame Satz im
Stich eine andere Tempoangabe hat als im Auto-
graph, 8o hat er ihn doch sicherlich nicht mehr ganz
itherwachen kénnen. Fiir diese drei Quartette kann
einzig das Autograph als Quelle in Frage kommen,
Als Vorlage fiir den Stich der drei Erstausgaben
haben entweder die Autographe selber gedient oder
Stimmenabschriften von Mozarts Kopisten ; auf
jeden Fall suchen die gestochenen Stimmen das Auto-
%raph mit ziemlicher Treue wiederzugeben, Nun
ieten aber Mozarts Autographe Anlass zu Miss-
deutungen und sind infolgedessen Fehlerquellen ge-
worden, denen die Nachlissigkeit der Stecher eine
Reihe weiterer Fehler hinzugefiigt hat. Es muss daher
auf einige Eigentlimlichkeiten von Mozarts Hand-
schrift, und der zehn Quartett-Handschriften insbe-

-sondere, mit einigen. Worten eingegangen werden.

Mozarts Werk-Niederschriften sind immer einzige
Handechrift, das heisst erste und letzte Niedersohrift,
Entwurf und Ausfithrung zugleich: “ Reinschriften”
von ihm gibt es nicht. Daraus erkldren sich, bej
aller Genauigkeit und Reinlichkeit, einige Fliichtig-
keiten, die sich in den Exstdrucken in vergrdssertem
Massstab widerspiegeln. Uber den Sitz der Noten
gibt es bei Mozart nie einen Zweifel. Dagegen zeigt
er in der Artikulation — den Bogen und Staccato-
Zeichen — nicht die Konsequenz, die uns aller Skxu-
pel iiberhebt. Seine Bogen sind natiirlich keine Phra-
sierungsbogen, sondern bezeichnen die Strichart ; in



gistent as to leave no room for doubt. His slurs
are, of course, not marks of phrasing, but indicate
the manner of bowing ; but the marking of the in-
dividual parts is very often inconsistent where uni-
formity is obviously required, and quite frequently
he binds together In one passage a group of notes
which are divided in corresponding passages. In such
cases it is not always possible to distinguish sharply
between oversight and deliberate intention. The same
is true of Mozart’s staccati, as regards both con-
gistency of usage and form employed. In the

majority of cases Mozart contents himself with

indicating the articulation at the first appearance of
a motive, and leaves it to the player to make subse-
quent repetitions consistent. But in a movement
marked by such sensibility as the Allegretto of K.590
crude * consistency ” would be certainly a mistake.
On the form of Mozart’s staccato I have already
spoken in the preface to the third edition of Kochel's
Catalogue (p. XLIIT). Mozart, like his father Leopold,
Imows only the staccato stroke, not the staccato
dot. It is true that in Leopold Mozart’s Violin
School the dot is to be found on p. 37 of the first
edition, but it is used only by way of demonstration :
normally he employs the dot solely in conjunction
with the legato slur. In conformity with this practice
the first editions also use only the staccato stroke,
though it already has a somewhat wedge-shaped
appearance, and reserve the dot for use under legato
slurs. Breitkopf and Hirtel’s first edition (printed
from type) of the parts of these Quartets was also
quite faithful to Mozart’s practice in using the stroke
only, but unfortunately gave it a definitely wedge-
shaped form which seriously misled later editors who
took this edition as their model. In many cases,
however, the haste, or rather rapidity, with which
Mozart wrote turned the stroke into a dot, and in
others the demands of expression led him after all
to employ stroke and dot as distinet expression
marks, denoting respectively a stronger or a slighter
accentuation. Finally, in the 19th century Mozart’s
stroke became the dash, signifying a very marked
accentuation. This has worked incalculable
mischief in almost all editions of Mozart’s Quartets,
and in practice has dome much to coarsen their
performance. As the autographs scarcely ever
permit of & clear-cut decision on this point it is
better to abandon the distinction between stroke
and dot. In this edition 'we have used the
staccato dot exclusively, and have preferred
to leave it to the players’ sensibility to deter-
mine when they had best strengthen the staccato
to a martellato. ' ‘
Another peculiarity of Mozart’s is the infrequency
with which he employs the crescendo and diminuendo
signs now generally in use. A diminuendo sign
such as that in bars 57 and 58 of the first move-
ment of K. 387 is a rare exception. To indicate
an increase or decrease of tone extending over
several bars Mozart employs the words cre-scen-do
and ca-lan-do, more rarely decrescendo (the term
diminuendo he does not use). The abbreviation
cresc. is used for shorter increases of tone, which
often end in & p. One of his special peculiarities
is the employment of fp or fp; the first denoting

IX

sehr vielen Fillen aber widersprechen sich die Bogen
in den einzelnen Stimmen, wo Einheit gefordert ist,
und in eben so vielen fasst er eine Notengruppe
durch einen einzigen Bogen zusammen, wo er an den
entsprechenden Stellen Bogenteilung verlangt hat.
Nicht itberall ist hier Fliichtigkeit von Absicht ganz
zu unterscheiden. Das gleiche gilt von Mozarts
Staccati ; sowohl was die Konsequenz der Nieder-
schrift betrifft wie ihre Form. Meist deutet Mozart
die Artikulation nur beim ersten Auftreten eines
Motivs an und iiberldsst die “‘konsequente” Weiter-
fiithrung dem Spieler. Aber in einem Satz von sol-
cher Sensibilitit wie das Allegretto von 590 wiire
grobliche “Konsequenz” sicherlich ein Fehler. Uber
die Form von Mozarts Staccato ist bereits in der
Vorrede zur III. Auflage von Kdchels Verzeichnis
(8. XLIII) gesprochen worden. Mozart kennt, wie
sein Vater Leopold Mozart, nur den Staccato-StricH,
nicht den Staccato-Punkt. In Leopold Mozarts
Violinschule findet sich der Punkt zwar auf S. 37
der I. Auflage, aber nur zu Demonstrationszwecken;
der Punkt wird von ihmn nur beim Legato-Bogen an-
gewendet. Ganz entsprechend kennen auch die Erst-
ausgabennurdenStaccato-Strich, derallerdingsschon
ein etwas keilformiges Aussehen hat, und den Punkt
nur unterm Legato-Bogen. Es entspricht ganz dem
Sinn von Mozarts Schreibweise, wenn in Breit-
kopf & Hirtels erster Typendruckausgabe der
Stimmen unserer Quartette nur der Staccato-Strich
vorkommt, niemals der Punkt, nur hat auch hier der
Strich leider ein keilformiges Aussehen, was bei dem
Einfluss dieser Ausgabe als ein unheilvolles Vorbild
gewirkt hat. Die Fliichtigkeit oder besser Schnellig-
keit der Niederschrift Mozarts hat nun aber in vielen
Fillen den Strich in den Punkt verwandelt, und das
unwillkiirliche Ausdrucksbediirfnis bat in andern
Fillen aus Strich und Punkt doch verschiedene Aus-
druckszeichen gemacht: stirkeren oder leichteren
Alkzent. Im 19. Jahrhundert ist aus Mozarts Strich
dann der Keil geworden, das heisst ein ganz schweres
Alkzentzeichen, dasin fast allen Ausgaben der Mozart-
schen Quartette unendliches Unheil angerichtet und
in der Praxis jhren Vortrag unendlich vergrobert hat.
Da in fast keinem Fall die Autographe volle Klarheit
in diesem Punkt erlauben, ist die Unterscheidung
von Punkt und Strich daher besser fallen zu lassen; in
unserer Ausgabe war, da der Strich heute kein
gebrauchliches und verstdndliches Zeichen mehr ist,
ausschliesslich der Staccato-Punkt anzuwenden, und
es muss dem Feingefiihl der Spieler iberlassen blei-
ben, wo sie das Staccato bis' zum Martellato ver-
stirken wollen. i

Zu den Eigentlimlichkeiten der Schreibweise Mozarts
gehort auch die Seltenheit der Anwendung des heute
gebriuchlichen Crescendo- und Diminuendo-Zei-
chens. Ein Diminuendo-Zeichen wie T. 57/68 des
ersten Satzes von 387 gehdrt zu den gréssten Aus-
nshmen. Fiir Steigerungen und Abschwiichung der
Dynamik auf grosseren Taktstrecken verwendet Mo-
zart das Wort cre-scen-do und das Wort ca-lan-do,
seltener: decrescendo (die Bezeichnung diminuendo
gebraucht er nicht);"die Abbreviatur cresc. gilt ffir
kiirzere Steigerungen, die oft in ein p ausmiinden.
Eine seiner besonderen Eigentiimlichkeiten ist die
Verwendung von fp oder f p; das erste bedeutet einen
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a weaker degree of sf, the second a short din}inuendo.
This peculiarity too Mozart derived from his father :
“ Often a mote demands a strong, at other times
a moderate, and frequently a scarcely perceptible,
emphasis. The first case usually occurs with a
sudden burst of sound in which all the instru-
ments join ; this is usually indicated by the sign fo”
E.g.

" .y - |
15 ra |

fr ,
(Violix} School, p. 261.)

Leopold Mozart does not yet know the sign sf,
thongh Mozart makes frequent use of it.

L]

EDITORIAL DETAILS

It was Mozart’s practice to give his slurs, both large
and small, & very liberal share of space, 80 that it
is often doubtful whether a particular note is meant
to be included by them or not. As in the first editions
all the slurs are drawn very flat this ambiguity is
increased, and has given rise to much misunderstand-
ing. Attention is called to all such cases in the
Critical Report.

No reference, however, has been made to peculiar-
ities of notation customary at the time, whose cor-
rection was & mere matter of course. Neither in
the autographs nor in the printed editions are acci-
dentals repeated when the same note recurs after
‘the bar-line.

On the other hand, in Mozart’s day an accidental
was not_yet valid for the whole bar: it had to be
repeated each time. This obsolete practice has not
been regarded. »

Another merely superficial characteristic passed over
without comment is the fact that in double-stoppings
each note is given a separate stem, both in the auto-
%ra.phs and in the first editions.

n the other hand, Mozart’s peculiarity of dividing
hig quaver and semiquaver figures into groups instead
of stringing them together indiscriminately on a single
line or set of lines—a refinement with which even
the first editions frequently play havoc—has been
respected. It is true that even in this point Mozart
is not quite consistent, but it is better to ponder
over an inconsistency of Mozart’s than deliberately
to efface it. . ‘

The question arises whether Mozart made further
corrections to the autographs of the six Haydn
Quartets and the Hoffmeister-Quartet after the pub-
lication of the first editions. Tt would seem that
he did not. In & few places dynamic signs from the
first editions have been added in pencil, but they
are obviously by a later hand, probably André’s.
The autographs show three stages in the process of
writing down. First Mozart drafted out a whole
movement in its chief features, using presumably a
few sketches (though hardly any have survived) for
development sections and other complicated contra-

sohwicheren Grad des sf, das zweite ein kurges
diminuendo. Auch diese Besonderheit hut Mozart
von seinem Vater: ‘“ Oft erfordert eine Note einen
stirkern Anstoss; manchmal einen mittelmissigen;
und oft einen kaum merklichen. Das erste geschicht
gemeiniglich bei einem gihen Ausdruck, den alle
Instrumente zugleich machen; und dieser wird
meistens durch (fp) angezeiget.” Z. E.

g Ir

(Violinschule, 8. 261.)

Den Ausdruck sf kennt Leopold Mozart noch nich,
wihrend ihn Mozart schon hiufig anwendet.

EDITION

Mozart hat die Gewohnheit, den grossen und kleinen
Bogen ein sebr reichliches Ausmass zu geben, 50 dass
man oft im Zweifel sein kann, ob eine Note ange-
bunden ist oder nicht. Da in den Erstausgaben alle
Bogen sehr flach gezogen sind, wird diese Undeut-
lichkeit noch verstirkt und hat zu vielen Missver-
stindnissen Anlass gegeben. Der Revisionsbericht
weist hin auf alle solche Unlklarheiten.

Nicht beachtet sind zeitiibliche Schreibweisen, deren
Emendierung sich von selbst versteht. Weder in
den Autographen noch den Drucken werden ge-
anderte Vorzeichen bei Tonwiederholungen nach dem
Taktstrich neu gesetzt.

Auf der andern Seite hatte zu Mopzarts Zeit ein
geindertes Versetzungszeichen noch nioht fiir den
ganzen Takt Giiltigkeit; es musste immer wiederholt
werden. Auch diese veraltete Gewohnheit ist nicht
beachtet worden. Bei Doppelgriffen erhiilt in den
Autographen und Erstausga..gen jede Note ihren be-
sonderen Stiel; auch diese Ausserlichkeit ist unbe-
achtet geblieben. Dagegen ist Mozarts Higentim-
lichkeit konserviert, Achtel- und Sechzehntelmotive
zu gliedern und nicht unterschiedslos durch gemein-
same Balken zusammenzuziehen—eine Feinheit,
die schon die Erstausgaben vielfach zerstéren. Ganz
konsequent ist freilich Mozart selbér auch in diesem
Punkte nicht. Aber es ist besser, #iber eine Inkon-
sequenz Mozarts nachzudenken, als sie willlkiirlich
zu tilgen.,

Es fragt sich, ob Mozart in die Autographe der
sechs Haydn-Quartetteund des Hoffmeister-Quartetts
nach dem Erscheinen der Erstdrucke noch Ande-
rungen eingetragen hat. Das ist augenscheinlich nicht
der Fall. An einigen Stellen sind, offenbar von spi-
terer Hand, vermutlich Andrés, dynamische Zeicl?en
aus den Erstdrucken mit Bleistift nachgetragen. Der
Prozess der Niederschrift der Autographe weist drei
Stadien auf: Mozart entwirft zun¥chst einen ganzen
Satz in den Hauptziigen, wobei er fiir Durchfiihrun-
gen und andre kontrapunktisch komplizierte Stellen
sich vermutlich einiger (meistnicht mehrvorhandener)
Skizzen bedient hat, um in der Niederschrift nicht
gehemmt zu sein. Dann erst fiillt er die “offenen”



puntal passages, in order not to behampered in writing
them out., Not till then did he attempt to fill in the
‘“blank ” places. This process may be seen with
special clearness in the first movement of the D mayj.
quartet (K. 575), the first part of the initial draft
of which, as has already been noted in' Kéchel,
goes back to an earlier date, in my opinion as early
as the beginning of the 70’s. (The:same is true of
the second movement, except that here Mozart’s
draft, as in some other of his sketches, is of a different
kind, consisting of eight bars fully worked out, which
were simply retained and continued when he resumed
the composition many years later.) It appears that
his resolve to write a series of quartets for the King
came to him very suddenly, at a moment when he was
particularly overburdened or spiritually depressed,
and that this is the reason for his recourse to these
earlier sketches. Such a procedure may seem hard
to reconcile with Mozart’s fertility of invention,
and to run contrary to the natural interpretation of
the other sketches and beginnings of pieces that he
has left us, but in this particular case the first move-
ment of the Quartet had already been worked out
to such an-extent that he had little more to do than
put the finishing touches to it. The early date of the
opening of the Quartet is clear not merely from the
character of the theme, which recalls the series of
Quartets written in August/September 1773 (cf. espe-
cially K. 173), but also from the fact that Mozart
still uses the alto clef for the violoncello which it was
originally intended should play the entry of the
theme in the ninth bar, instead of the viola. (It must
be admitted, however, that before 1789, Mozart on
other occasions used the tenor clef in addition to
the bass clef.) For it is only with the series of Quartets
written for the King of Prussia that Mozart begins to
use the treble clef for the higher positions of the
violoncello, perhaps after enquiry of Jean Pierre
Duport, the Solo-Violoncellist and Director of
Chamber Music of Friedrich Wilhelm II.

The first and second stages of writing down were
followed by the entering of the dynamic signs, in
the course of which many small improvements were
made, especially as regards articulation. Thus it
was during this process of revision that Mozart
first added the detailed markings in the finale of
K. 590, without however removing those originally
made. The use of different ink makes this proce-
dure specially noticeable in the first movement of
K. 421. In the case of K. 428, as we show in the
Critical Report, the revision seems to have been first
undertaken at the proof stage.

When in his dedication to Haydn Mozart called
his six Quartets ¢ the fruit of long and arduous Ja-
bour ” (though Leopold Mozart in a letter to his
daughter fromp Vienna, dated February 16th, 1785,

in which he recorded the first performance of the’

last three Haydn Quartets, expressed the opinion
that they were “ a little easier, it is true, but excel-
lently written ”’), and when he used the same words
“ arduous labour * in a letter to Puchberg about the
Prussian Quartets on June 12th, 1790—Mozart sold
them prematurely to Artaria at this time: he had
originally planned another series of six, which he
intended to give L. Kozeluch to publish—he was
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Stellen aus. Besonders deutlich wird dieser Prozess
im ersten Satz des D dur-Quartetts 575, der, wie
bereits im ‘“Kdchel” bemerkt ist, im Beginn des Ent-
wurfs auf eine friihere Zeit zuriickgeht: meiner An-
sicht nach bis in den Beginn der 70er Jahre. (Das
Gleiche gilt fiir den zweiten Satz; doch hat hier
Mozart in der Art wieder anderer seiner Entwiirfe
acht Takte vollig ausgefiihrt, um einige Lustren spiter
an der abgebrochenen Stelle einfach fortzufahren.)
Anscheinend ist thm der Entschluss, fiir den Kénig
eine Quartettreihe zu schreiben, sehr plétzlich ge-
kommen, in einem Augenblick besonderer Uber-
lastung oder seelischer Bedriicktheit, und er hat zu-
diesen &lteren Entwiirfen gegriffen. Ein solches Ver-
fahren scheint dem schépferischen Reichtum Mozarts
zu widersprechen, und widerspricht auch in der Tat
dem Sinn der Entwiirfe und Anfinge, die wir sonst
vonMozart besitzen. In diesem Falle aber war der erste
Satz des Quartetts béreits so weit ausgefiihrt, dass
Mozart ihn fast nur zu beenden brauchte. Die friihe
Entstehung des Quartettbeginns geht nicht nur aus
dem Charakter des Themas hervor, der der Quar-
tettreihe vom August/September 1773 entspricht
(vgl. besonders K. 173), sondern auch aus dem
Umstand, dass Mozart das Violoncell noch im
Altschliissel notiert, dem urspriinglich der Einsatz
des Themas im 9. Takt anstelle der Viola zugedacht
war. (Obwohl nicht verschwiegen werden kannm,
dass Mazart vor 1789 neben dem Basschliissel sonst
den Tenorschliissel gebraucht). Denn erst seit dem
Beginn der Quartett-Reihe fiir den Kénig verwendet
Mozart fiir das Violoncell in héherer Lage den Violin-
schliissel, vielleicht nach Erkundigung bei Jean Pierre
Duport, dem Bolo-Violoncellisten und Kammer-
nusik-Direktor Friedrich Wilhelms II.

Dem ersten und zweiten Stadium der Niederschrift
folgt die Eintragung der dynamischen Zeichen, wo-
bei noch manche kleine Verbesserung namentlich der
Artikulation abfillt. (So hat Mozart im Finale von
K. 590 die genauere Artikulation erst bei einer
solchen Revision eingetragen, ohne die urspriihgliche
zu tilgen.) Besonders deutlich, dnrch den Unterschied
der Tinte, wird diese letzte Revision im ersten Satz
von K. 421; wie aus unserem Revisionsbericht
hervorgeht, ist bei K. 428 der Prozess sogar erst
bei der Korrektur erfolgt.

Es entspricht durchaus der Wahrheit, wenn Mozart
in der Widmung an Haydn seine sechs Quartette
“die Frucht einer langen und mithsamen Arbeit”
nenut, obwohl Leopold Mozart in einem. Brief an
die Tochter aus Wien vom 16. Februar 1785 ge-
legentlich der ersten Auffiilhrung der drei spiteren
Haydn-Quartette meint, sie seien “zwar ein bischen
leichter, aber vortrefflich componirt,” und auch fiir
seine Preussischen Quartette in einem Brief an Puch-
berg vom 12. Juni 1790 die Wendung von der
“mithsamen Arbeit” wortlich wiederholt (er verkaufte
sie damals vorzeitig an Artaria, obwohl er urspriing-
lich wiederum sechs Quartette geplant hatte, die er
L. Kozeluch in Verlag geben wollte). Die Auto-
graphe erbringen dafiir das Zeugnis. Wenige Hand-
schriften Mozarts weisen so viele verworfene An-
sitze, Korrekturen, Rasuren auf; gleich der Beginn
des G dur-Quartetts zeigt aufs schlagendste das
Ringen um die Gestaltung auch im einzelnen. Der
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saying no more than the truth. The autographs
fully bear out his claim. Few manuscripts of his
show so many rejected passages, 50 many correc-
tions and erasures ; the very beginning of the G maj.
quartet shows most strikingly how hard hé strove
for perfection even in detail. These features of the
autographs, which are of the highest interest for the
study of Mozart’s psychology as a composer, are
also dealt with in the Critical Report.

Mozart, who was willing to leave the publication
and the revision of a number of his piano pieces to
Friulein von Aurmmhammer, appears to have ac-
quiesced in the slovenliness of the editions of his
Op. X and of the isolated D maj. quartet. For Op. X
Artaria employed several engravers. Thus in K. 428
thefirst threemovementsarefairly carefully engraved,
whilst the fourth movement fell to an engraver who
was quite unfamiliar with the peculiarities of
Mozart’s hand. In the D maj. quartet (K. 499) Hoff-
meister, as I have already said, appears to have been
active at the proof stage. The Critical Report records
all discrepancies so that in any case of doubt players
and students may have the data necessary to make
“up their own minds. Only in the last three Quartets,
the first edition of which is a masterpiece of care-
lessness and irresponsibility, have we dispensed with
specific -references to certain divergences. Their
general character has, however, been duly recorded.
In almost all recent editions the six Haydn Quartets
are chronologically arranged ; which means that the
Ep qua;iet is placed before the so-called “ Hunt
Quartet.” We follow Mozart’s own order—mno doubt
well-considered—as given in the autographs and the

first editions, according to which the Hunt Quartet

should be No. 3 and the Eb quartet No. 4.

I had opportunity to study the autographs during a
several-years’ stay in London. For this privilege
I must express my thanks to the Trustees of the
British Museum, who were also good enough to
grant me permission to have the Six Haydn Quartets
photographed. I have also to thank Herr Anthony
van Hoboken for placing at my disposal, through
Di. Victor Luithlen, photographs of the last four
quartets from the Archiv von Meisterhandschriften
founded by him in the Nationalbibliothek in Vienna.
The first editions at my disposal were : Op. X, my
.own copy, the gift of Herr van Hoboken, the Hofi-
meister-Quartet, from the Paul Hirsch Music Library
in Cambridge ; Op. XVIII, from the Library of the
Istituto musicale (Cons. Luigi Cherubini)in Florence.
Care had to be taken to use only copies that had not
been tampered with, as many copies have been de-
faced by erasures or additions. Dr. Georg Gohler, of
Litbeck. and Paul Hirsch of Cambridge have given
me valuable assistance with the proofs. For a descrip-
tion of the autographs I must refer the reader to the
third edition of L. v. Kéchel’s “ Chronologisch-The-
matisches Verzeichnis der Werke Mozart’s,” revised
by me, and to the Critical Report to this edition.
On the other hand, a more detailed description of
the first editions may well find a place here.

A,
SEI / QUARTEITI /| PER DUE VIOLINI,

Revisionsbericht gibt Auskunft auch iiber diese
Fingerzeige der Autographe, die fiir die Psychologie
des Schaffens bei Mozart von héchstem Irteresse
sind.

Mit der N:& 4lassigkeit der Ausgaben von op. X
und des einzeln stehenden D dur-Quartettes hat
Mozart sich abgefunden, wie er ja auch die Heraus-
gabe und Revision einer Reihe seiner Klavierwerke
dem Friulein v. Aurnhammer iiberlassen hat, Ar-
taria hat fiir op. X verschiedene Stecher beschiftigt.
So sind in K. 428 die ersten drei S#tze verhilt-
nismissig sorgfiltig gestochen, wiihrend der vierte
Satz in die Hidnde emes Stechers gefallen jst, der
mit Mozarts Schreibweise ganz unvertraut war. Im
D dur-Quartett K. 499 scheint Hoffmeister, wie
schon bemerkt, in die Korrektur eingegriffen zu haben.
Der Revisionsbericht gibt Auskunft iiber alle diese
Abweichungen, um in jedem Fall des Zweifels dem
Spieler und Leser eine eigene Entscheidung an die
Hand zu geben. Nur.in den letzten drei Quartetten,
deren Erstausgabe ein Schulbeispiel von Gleichgliltig-
keit und Nachldssigkeit ist, ist in bestimmten, im
Revisionsbericht bezeichneten Féllen der Hinweis
auf gewisse Abweichungen unterblieben. -

In fast allen neueren Ausgaben sind die sechs Haydn-
Quartette chronologisch geordnet, das heisst, das Es
dur-Quartett ist dem sogenannten Jagd-Quartett
vorangestellt. Wir folgen der wohldurchdachten
Anordnung Mozarts in den Autographen und der
.Erstausgabe, wonach das Jagd-Quartett Nr. III und
das Es dur-Quartett Nr. IV zu sein hat.

Die Autographen zu studieren, hatte ich in mehr-
jihrigem Aufenthalt in London Gelegenheit. Mein
Dank gebiihrt den Trustees des British Museum,
di¢ auch, durch Vermittlung meines Freundes Cecil
B. Oldman, die Erlaubnis zu neuerlichen photogra-
phischen Aufnahmen der sechs Haydn-Quartette
gegeben haben. Photographien der vier letzten Quar-
tette verdanke ich Herrn Anthony van Hoboken,
mir aus dem von ihm gestifteten Arohiv von Meister-
handschriften bei der Nationalbibliothek in Wien
durch Herrn Dr. Vietor Luithlen zur Verfligung
gestellt. Als Erstdrucke standen zur Verfiigung:
op. X, als Geschenk Herrn van Hoboken’s, in memem
Besitz ; das Hoffmeister-Quartett aus der Musik-
bibliothek Paul Hirsch in Cambridge; op. XVIII aus
der Bibliothek des Istituto musicale  (Cons, Luigi
Cherubini) in Florenz. Es war darauf zu achten,
nur unberithrte Exemplare zugrunde zu legen, da
manche Exemplare durch Rasuren und Zusttze ent-
stellt sind. Bei der Korrektur haben mir Herr Dr.
Georg Gohler in Litbeck und Herr Paul Hirsoh in
Cambridge wertvolle Hilfe geleistet.

Fiir die Beschreibung der Autographe darf wohl auf
die vom Unterzeichneten besorgte 3. Auflage des
Chronologisch-Thematischen  Verzeichnisses der
Werke Mozarts von L. v. Kéchel und auf den Revi-
sionsbericht verwiesen werden.

Dagegen ist eine nihere Beschreibung der Erst-
drucke am Platze.

A. ,
SEI /| QUARTETTI /| PER DUE VIOLINI,



VIOLA, E VIOLONCELLO. |/ Composti e
Dedicati / al Signor /| GIUSEPPE HAYDN /
Maestro di Cappella di 8. A. [ il Principe d’Ester-
hazy & & [ Dal Suo Amico /| W. A. MOZART |
Opera X. / In Vienna presso Artaria Comp. | Mer-
canti ed Editori di Stampe, Musica, / e Carte Geo-
grafiche../ Cum. Priv. 8. C. M. Prezzo fi. 6.30.
Violino Primo 1 leaf, with title and dedication,
Plates 2—45.

Violino Secondo Title, Plates 2—43.

Viola Title, Plates 2—33.
Violoncello Title, Plates 2—28.
Plate-number:  59.

Dedicatidn :
Al mio caro Amico Haydn

Un Padre, avendo risolto di mandare i suoi figl]
nel gran Mondo, stimd doverli affidare alla prote-
zione, ¢ condotta d’un Uomo molto celebre in allora,
il quale per buona sorte, era di pid il suo migliore
Amicg. — Eccoti dunque del pari, Uom celebre,
ed Amico mio carissimo i sei miei figlj. — Essi
sono, & vero il frutto di una lunga, e labonosa fatica,
pur la speranza fattami da pid Amici di vederla
almeno in parte compensata, m’incoraggisce, ¢ mi
lusinga, che questi parti siano per essermi un giorno
di qualche consolazione. — Tu stesso Amico caris-
simo, nell’ultimo tuo Soggiorno in questa Capitale,
me ne dimostrasti la tua soddisfazione. — Questo
tuo suffragio mi anima sopra tutto, perche Jo te li
raccomandi, e mi fa sperare, che non ti sembreranno
del tutto indegni del tuo favore. — Piacciati dunque
accoglierli benignamente ; ed esser loro Padre, Guida,
ed Amico! Da questo momento, Jo ti cedo i miei
diritti sopra di essi : ti supplico perd di guardare con
indulgenza i difetti, che I'occhio parziale di Padre mi
pud aver celati, e di continuar loro malgrado, la
generosa tua Amicizia a.chi tanto Papprezza, mentre
sono di tutto Cuore.
Amico Carissimo

Vienna il p.me Settembre 1785.
Il tuo Sincer(i)ssimo Amico
' W. A. Mozart.
5 .

QUATUOR. | a deux Violons | alto, et Violon-
celle /| Composée par /| Mr. W. A. MOZART / a
Vienne chez Hoffmeister.

Violino Primo 1 leaf, with title, Plates 2-—10.
Violino Secondo 8 Plates, without title.

Viola 6 Plates, without title,
Violoncello 6 Plates, without title.
Plate-number : 76. Without dedication.

c

Tre / Quartetti / per / due Violini Viola e Basso |
del Sigr Mozart | Opera 18. /| In Vienna e
Magonza presso Artaria Comp. / 3 £.

Violino Ime 1 leaf, with title. Plates 2—20.
Violino ITde Plates 2—19, without title.
Viola - Plates 2—17, without title.
Violoncello Plates 2—17, without title.

Plate-number : 361. Without dedication.

xm
e

VIOLA, E VIOLONCELLO. / Composti |
Dedicati /- al. Signor | GIUSEPPE HAYDN e
Maestro di Cappella di 8. A. / il Principe d’Ester-
hazy & & |/ Dal Suo Amico /| W. A. MOZART /
Opera X. / In Vienna presso Artaria Comp. / Mer-
canti ed Editori di Stampe, Musica, / e Carte Geo-
grafiche. /[ Cum Priv. 8. C. M. Prezzo fi. 6.30.

Violino Primo. 1 BL Titel, Dedikation,
Platten 2—45.

Violino Secondo  Titel, Platten 2—43.

Viola Titel, Platten 2—33.

Violoncello Titel, Platten 2—28.

Verlagsnummer 59.

-Dedikation:

Al mio caro Amico Haydn

Un Padre, avendo risolto di mandare i suoi figlj
nel grand Mondo, stimd doverli affidare alla prote-
zione, e condotta d’un Uomo molto celebre in allora,
il quale per buona sorte, era di piu il suo migliore
Amico. — Eccoti dunque del pari, Uom celebre,
ed Amico mio carissimo i sei miei figlj. — Essi
sono, & vero il frutto di una lunga, e laboriosa fatica,
pur la speranza fattami da pid Amici di vederla

-almeno In parte compensata, m'incoraggisce, e mi

lusinga, che questi parti siano per essermi un giorno
di qualche consolazione. — Tu stesso Amico caris-
simo, nell’ultimo tuo Soggiorno in questa Capitale,
me ne dimostrasti la tua soddisfazione. — Questo
tuo suffragio mi anima sopra tutto, percht Jo te hi
raccomandi, e mi fa sperare, che non ti sembreranno
del tutto indegni del tuo favore. — Piacoiati dunque
accoglierli benignamente; ed esser loro Padre, Guida,
ed Amico! Da questo momento, Jo ti cedo i miei
diritti sopra di essi: ti supplico perd di guardare con
indulgenza i difetti, che I'occhio parziale di Padre mi
pud aver celati, e di continuar,loro malgrado, Ia
generosa tua Amicizia a chi tanto I’apprezza, mentre
sono di tutto Cuore. :
Amico Carissimo

-Vienna il p.m° Settembre 1785.

1l tuo Sincer(i)ssimo Amico
W. A. Mozart.

B

QUATUOR. | a deux Violons [ alto, et Violon-
celle / Composée par /| Mr. W. A. MOZART / a
Vienne chez Hoffmeister.

Violino Primo 1 Bl Titel, Platten 2—10.
Violino Secondo 8 Platten, ohne Titel.

Viola 6 Platten, ohne Titel.
Violoncello 6 Platten, ohne Titel.
Verlagsnummer 76. Ohne Dedikation.

C. .
Tre /Quartetti/per/due Violini Viola e Basso/
del Sig* / Mozart [ Opera 18. / In Vienna e
Magonza presso Artaria Comp. / 3 f.

Violino Imeo 1 Bl Titel, Platten 2—20.

Violino ITde Platten 2-—19, ohne Titel.
Viola Platten 2—17, ohne Titel.
Violoncello Platten 2—17, ohne Titel.

Verlagsnummer 361. Ohne Dedikation.
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In the Paul Hirsch Music Library there is in
addition to this copy a second copy that shows
certain vgriations :—The style of the firm runs ““ In
Vienna . ..” instead of ““ In Vienna e Magonza ...” ;
the title-page bears the plate-numbers “ 361. 59
instead of ““ 361  only ; the price is 3 {. 30 kr. C. M.
instead of 3 f.; plate 2 is printed on the verso of
the title-page, whereas the edition described above
has a separate leaf for the title-page, with the verso
blank, and the music—Violino I—does not begin
until the verso of the leaf following. The parts are
stamped in red “ No. 7,” which indicates that Artaria
designed to sell these Quartets and the six Haydn
Quartets, which bore the plate-number 59, as one
set. The edition with the imprint *“ In Vienna e Ma-
gonza . . .” is undoubtedly the earlier, and presum-
ably the first, impression.

In der Musikbibliothek Paul Hirsch befindet sich
neben dieser Ausgabe ein zweites etwas abweichendes
Exemplar: Die Verlagsbezeichnung lautet “In Vien-
na. . . .” statt “In Vienna e Magonza. . . .”; auf
dem Titel stehen die Verlagsnummern “361. 59.”
statt nur “3617; der Preis ist 3 f. 30 kr. C. M.
statt 3 f.; die Platte 2 befindet sich auf der Ritck-
geite des Titels, withrend die oben beschriebene Aus-
gabe ein besonderes Titelblatt mit leerer Ritckseite
hat, und die Noten — Violino I — erst auf der
Riickseite des folgenden Blattes beginnen, Die Stim-
men sind mit rotem Stempel als “Nr. 7” bezeichnet,
woraus hervorgeht, dass Artaria diese Quartette mit
den sechs Haydn-Quartetten, die Verlagsnummer 59
haben, zusammen verkaufen wollte. Die Ausgabe
“In Vienna e Magonza. . . .” ist zweifellos der
friihere bzw. erste Druck.



- TWO FACSIMILES

A, R~ ~ 2 Wy e NDes Hloga
o, AN IS K

ra a
v A

. " |
4
1-]7 =z | T e 5 S { 5 &t & i‘ m T i
. athvegt o [
"*i_ : LS e’ N e '*/l
» > 1 = - pus punintiie
- HPHE YEH A . "x‘-}/,:_" — ‘\‘t“‘l‘ 2
T
] S’ V. ~2ar ]
&ﬁé' it f > = g et S
= et
et T

Ji
f

& I

1
1
»

./"‘HLH

N
-+
-

~—H11

q . N . Lo\ . > “~~
¥
e 13+
i v-i.'J > Y [ 4
g [y )
_ | | 4. SR - 17,0 I v
1 T e
= ESmslis AR DeE ST o ,-:x.‘f);f;s&#:%—d—: E=mas
(ioallo: -1 ! “*Z( y sk VT v RS
- = e S e & S s ey
, _ 2 = =
|']('(d' I - ,2,‘ \ \ K >( ‘Vs'l&ﬁlbL- v Ll .
— v {

R pncprty A

LA
M

s

P RN A i SRR

A~ .




CRITICAL REPORT

M.=Mozurt. V.=Violin. Va,=Viola.

Edition (Gesamtausgabe).

Veo.=Violoncello.

A.= Autograph. 0.=Original Editlon. G.A.=Oollected

B.=Bar. The tigures at the beginning of each entry are bar numbers.

This tmnslatidfr of the Revisions-Bericht includes only those items which are of practical interest to players.*

. 1 !
K. 387 [ 1st Movement
Heading: ‘* Quartetto I ** *“ di Wolfgango Amadeo Mozart mp*
: il 31 di decembre 1782 in Viena .
1. V. 1. A.and O. Slur over the whole of the second half-
bar ; altered by analogy with B. 108 ; also in the analogous
pessages B. 11, V. 2, ete. .

Can ~~
2. V. 2. 8 in A.: ; in O.:
A A
ey -
A. is preferable by analogy with B. 109 ; also because of
its agreement with the Vo.

3. V. 1. A. and O. Slur over thetrill group missing;
lkewise B. 110. M. is not consistent in this point.
8. Va. B.6.V.2 B.7.V.1. O, replaces in almost every

case N by }.
9. V.1. In A.and O.no poriato dots, only slur. Completed
by analogy with B. 117. ~ '

11, Va, and Ve. A.and O. Dots missing ; by analogy with
B. 119, completed.

12. V. 1. A. S8lur over the whole of the second half-bar,
O. has the slur only over the quavers !

18. Va. O. Sluronlyover the three quavers, which is perbaps
in agreement with M.’s intention,

20. Va. and Ve. A. and O. p missing.

30. Vo. A. haa slur over the four semiquavers, O. dashes.
It is one of the places which make it clear that M. had
& hand in the proot reading.

32, V. land Va. A.and O, have the slur over all four notes,
but it is obvious that M. was avalling himself of an
abbreviation,

37/88. V. 2. In Q. the slur is not carried over the bar line,
a8 in A,, which apparently agrees with M.’s intention.

58, M. originally meant the tirst section of the movement to
close with this bar, namely with a crotchet on the third
beat, He had already inserted the repeat sign in this
form : ] (not :||:), afterwards, however, crossed It out
and added bare 54 /85 as tallpiece. .

58, V. 1. A, has another epecial slur under the group of
notes of the last orotchet,—probably the original one
;vhloh M, has then replaced by the slur over the whole

ar,

80. A. The minim originally a orotchet in all the parta.

62 V.2. p,missing in A. The slur over the second half-bar
in A. and O. includes also the first quaver. Both slurs
in the bar are so widely marked as almoat to overlap.
On thematic and dynamio grounds the solution in the
soore seems to be the correct onme.

721, V. 1 and 2, Va. In O. the p signs are not uniformly
placed ; somotimes fmmediately after the f, sometimes
after the second half-bar,

82, Va. A.and O. Slur over the whole of the second half-bar.
By analogy with V, 2, altered. Likewise B, 84,

94. V. 1. An example of M.'s inconsistensy. The appoggia-
tura written out in contrast to B. 82, 84.

110, V. 1. A.and O. Slur over the whole of the second halt-
bar, in contradiction to Va. B )

128, Va, and Vo. A. and O, p missing. Vo. A. Staccato on
the fourth quaver,

189, V. 2. 0. p instead of pp.

and Movement

The Tempo is shown In A. as 4lUepro, in O. (except In V. 1,
where there is no indication) Adllegreiio. A decision is by no
means easy to reach, as the movement has a sense of greater
urgenoy than the traditional Allegreffo of a Minuet, especially
in the Trio; 4llegro, however, tends to weaken the precision
of the dynamic acocentuation. M. himselt obviously hesitated
between the two. The movement follows the firat without &

.

10. V. 1. A. has the slur over the whole bar, in contrast with
V. 2, where the tirst two quavers are separated from the
following four. In O. V. 1 agrees with V. 2, for which
M.’s proof reading is probably responsible. The G.A.
follows A.

14/15, V. 1. A. carries the slur over the bar line ; O. does not.
M. is inclined to prolong a slur beyond & bar line even
where that is obviously not intended, as B. 37/38 V. 1 ;
or B. 38/39 Va.

35. V. 1. Im O. the slur is missing, probably by oversight.

54/55. V. 1. In O. the slur occurs wrongly over the division
l])aet;we;u?3 these bars, instead . of otver the following

. 55/56.

74, 76. V. 1. In O. the slur is only over the up-beat, B. 78 it
ie missing altogether. A. has two slurs ; over the whole
bar and over the up-beat.

94/95. V. 1, 2, Va. In A. and O. the slur is not carried over
the bar line, though it is at B. 102/103 and 103/104 in
the Va,,  and B. 127/128 and 128/129 in all the partas.
But throughout the movement the slurs must be brought
into agreement with those in the Vc. where they are
oorrect from the beginning.

107/111, Ve, In A. and O. the slur is missing ; by analogy
with B. 132f, however, it is to be added.

112. V. 1, O. the f is missing, which is placed first at B. 114.

126. V. 1and 2, Va. In A. the staccalo dots are missing, which
are certainly to be added. In O. the slur in V. 2 goea
over the bar line, 125/8.

186. V. 1. O, cresc. hegins here already.

142. V. 1. Slar in O. ; erroneous.

3rd Movement

Tempo indication. The Cantabile obvloual} added somewhat
later,

1f. V. 1. The crescendo is missing in O.

A
4. V. 1. Blurs in A. and O. U Lw; improved

in accordance with B. §5.

22/28. V. 1, Instead of the exact marking of slurs in A.
O. has only a very vague one.

26f. In A. and O. each sextuplet is slurred ; in 27 the first
and then the second plus third ; in 28 the tirst plus second,
then the third ; in 29 V. 1, 2 and Ve. all three, but in Va.
one plus twa, then three ! In-the recapitulation, B. 82f,
they agree in binding each sextuplet, which no doubt
gives effect to M.’s intention.

30. Slurs in al] the parts over the first two notes in A. and 0.
In B, 86 it is omitted, which certainiy agrees with M’s.
intention.

60, V. 2. In A, and O. the slur embraces all three notes ; in
contradiction of B. 62.

72. V. 1. The p is set erroneously in A, under the first quaver.
B. 73 likewige in V. 1 and 2 and Va.

90. V, 1. A. and O. cresc. omitted by oversight ; so alao In
B, 91 the staccato dots, and B. 92/93 the slur over the
bar line.

99, Dypamic indications missing in all parts in A.;in0.V. {
has nothing and Va. has f instead of g/.

4th Movement

Tempo indication : originally Allegro.
M, as an atterthought.
5f. V. 1, In O, the slur embraces the first tive notes ot the
theme, in contrast to A. and’the other engraved parts.
It suggests arbitrariness or misunderstanding on the
engraver's part.
19¢. 3811 Ip A. and O. the staccalo dots are omitted, but the
context requires them. Similarly B. 25t. V. 2, B. 358,
Ve.

The Mollo added by



xvin

38. Va. A. and O. have a slur which contradiots the sense
of the passage. See B. 1086.

87. V. 1. A. has F/\ P.o. fﬁ The dotted note

seems to me to contradiot the meaning of the passage.
87/88. Vo. A.and O. Slur over both bars.
94. Va. In A. the slur is omitted, certainly added in O. by M.
123. M. originally placed the repeat sign here )ﬂ He
obviously finished the first section of the movement
bztlﬁre beginning the Development with a freshly-cut
quill,
130-142 were originally in A. quite different and obviously

gave M. some trouble. They read:
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Under the repeat mark, B. 125, there is a twofold Vi-
with no following -de. On a separate sbeet M. has

sketohed the passage twice and finally given the ultimate
form on an interpolated sheet; in the printed copy,
however, the bold (and from the point of view of the

- melodic progression, correct) orthographic line of the
V. 1, B. 188,

— f\o/’_b—ToﬁgT

?#og oo e

1
1
again altered, in the sense of the second sketch. We
follow O. throughout.
170. V. 1. After B. 170 M. originally carrled the sequence
farther, but atterwards cancelled the two bars:

b §
- g

1+

4

44
SRET

208. Vo. A. and O. staccalo dots, which are missing in V, 1.
Perhaps it was M.s intention to emphasize the bass
before the return of the main theme.

268, 270 and 272. Va., Vo., and V. 1. p. omitted in A, not in
0., likewige the dynamic signs in B. 277 and 278 appear
tirst in O., undoubtedly inserted by M. himself., The f,
howeverf In V. 1 first in B. 279 before the fourth
crotchet.

278/279. V. 1.

~ ——————
PrErIFrr e
A is preferable.
297/208. V. 2. A. Slur over the bar line; in V. I glur only to
the trill in B. 297 ; in Va. the slur is missing altogether.

In O. the tollowing division of the slurs :

1I

K. 421 | 15t Movement

Heading : ‘‘ Quartetto II.” Without date. The Tempo
indication in A. i8 ¢ AU° moderato” ; the ‘‘moderalo” is
tirmly crossed out. O. has reinstated it.

3. V. 1. 0. carries the slur over all three notes of the
seoond half-bar,

8. Vo. In A. and O. the f is so placed. M. wrote it so at
first and only afterwerds added the f in B. 8. Exactly
the same in B, 77 and 78.

28. A. and O. have the p in V, 2, Va, and Veo. first under the
last quaver, evidence that M. by no means uses his
dynamic signs uniformly one below another. Cf., how-
ever, B, 93.

29. Va. O. glves the first two semiquaver groups siaccalo.

A., however, expressly as in the score.

Vo. A, and O. have individual slur, but only because the

notes of B. 43/44 have upward tails, while those of

. B, 42 are downward, .

46-49. Va. end Vo, A, and O. chbnge the articulation

between t,'-;ﬂ\ U and Q U . But on the first

appearance of the theme In Vo. the second form {8 wo
clearly right that It is adopted throughout.

—
68-65. Vo. O. BSlur always r ' p instead of

72. Vo. A.hasaslur to itself, but only because of the division
of the lines.

84. A.and O, Staccati corplete only in Va.

98, V. 2 and B. 09, firat half-bar. A. had originally the
three quavers slurred; expressly altered, In O. the
original articulation.

98-100. Va. A. has here complete staccati, but in B, 101 they
are omitted again. O. throughout.

101. Va. A. Slur over the whole second half of the bar, In
contradiction to V. 2. Im O. correct.

e——
102. Vo. A. and O. have the articulation : p r g .

114, V. 2. In O. staccalo 18 missing.
is missing.
After the end of the first movement M. begins a slow
movement on the same page,

42,

In A, the second slur

3 P
) - B J—

=

v

which he abandons at once without cancelling the bar,
The 4ndante on & fresh sheet.



and Movement

3. V. 1. Here A. has the slur only over the three semi-
quavers, and binds the three quavers with portalo, in
contradiction of V. 2 and later instances. In B. 5, the
situation, as between V. 1 and V. 2, is the other way
round ; in B. 13 the contradiction is as in B. 3. O. follows
the inconsistency of A. exactly, and presents no decision
of what is correct. The only couree is to reconcile the
differences and give the appropriete mar in each case.

17. V. 1and V. 2. A. and O. in agreement here join the semi-
quavers by slurs and the quavers by portato.

19 and 20. V. 1 and V. 2. A. New variants : Slur over the
three semiquavers and porfato only over the two last
quavers 8o that the first quaver remains “ free.” O.asin
the text.

271. A. has the closing fourth quaver now staccalo, DOW
without. The smoother close, however, agrees with M.’s
usual style.

36 and 38. Ve. 0. The two slurs joining the dotted crotchets
are omitted. M.s division of the notes in B, 36 and 38
arose from his having first written B flat instead of
A flat in the second half-bar—a 3, 4, chord.

grd Movement

Menuetto. A. without Tempo indication ; O. Allegretio.

8. V. 1 and Va. A. Originally a slur in common for the
quavers. altered by M. V. 1 and Va. originally read
in A, . .

=SS

o

|~ ————)

29. From the up-beat onwards to the close not written out
in A., ** Da Capo ” is set instead. V. 1 and Vc. have in
B. 10 a ~ over the note, which is, of course, meant
only for the close of the whole Minuet. In O. only Vo.

59. V. 2. In O. the third crotchet is only the upper note,
not double-stopping.

83. V. 2. In A. originally a minim, as in O. and many other
editions, including G.A. Perbaps altered by M. in A.
after the appearance of the first print.

4th Movement

The Tempo indication has cost M. some trouble. Originally he
wrote .dllegretio, replaced it afterwards by Andante, and
tinally decided on Allegretto ma nontroppo, which is given in O.
Tho G.A. has Adleyro mn.tr. !}

10. A. originally :

.

cancelled ; here M. completed all four parte at once.

35. V. 1. In the second group in the bar O. joins two semij-
quavers by a slur and marks the others staccato.

41, V. 2 and Ve. O. p for the second half-bar; likewise
B, 43 ; Va. the p in both bars is under the last quaver.
Intentional ? These dynamic signs in the text in{ ].

41 and 43. Va. O. carries the slur over the three quavors
of the first half of the bar. A. s, however, unmistakable.

49f. Va. A. has no dynamic signs, and, instead of the charsc-

teristic articulation, only a slur over a whole har or the
half-bars. The passage 18 the strongest evidemce of

M.’s having had a hand in the proof reading, as no

engraver would, of his own accord, have hit on this

articulation. The G.A. here follows A. blindly.

V. 1l. A. The first p is missing. M. has presumably

meant the whole passage to be, dynamicelly, as in B. 49.

From B. 50 onwards he has adopted an easler marking.

58-55, Va. and Ve. A. had originally shurs, which M. himself
altered. Staccato also over the closing crotchet.

66f. V. 2. A.,and to some extent also O., has been sparing
of dynamic signs, which, however, go without saying.

51,

Xix

87. V. 1. A, and O. mark staccaio over the four semiquavers

which are not joined; not, however V. 2, but again in

B. iﬁs Ve, The instances with staccalio predominate

greatly.

V. 1. O. has slur from crotchet to quaver ; not likely to

be meant so by M.

112-139, In A, all dynamic signs are missing.

139-140. Ve. A. O lly an octave higher.
it, M. has forgotten the slur, B. 140/141.

108.

In altering

111

K. 458 |/ 1st Movement

Heading : ‘‘ Quartetto IIl.” without date indication. The
first of the String Quartets which M. entered in his Thematic
Catalogue. Tempo indication. The ‘‘vivace assai *’ & some-
what later addition, though it appears in the Them. Cat.
2. Ve, O. slur over the second half of the bar; likewise
B. 8. Slur is also in the Them. Cat.
5. V.1and 2. A.and O. The second staccato missing, also
the corresponding staccato in Va. These slight inconsis-
tencies will not be referred to again.

16/17. V. 1. The ditfering articulation in A. is certainly
intended.
30/31. Va. Notice in A. and O. the articulation differing

from B. 171/172.

32. V. 1. O. The slur binds three semiquavers together:;
in the engraving, however, these small slurs are almost
always too flat. °

32, 33, 34. Va. O. Slur, which is missing in A.; as B. 172f
show, in error. ’

38-40. V. 2. A. the second slur begins on the crotchet, in
contradiction to V. 1. Correct in O.

47-49. V. 1. A. Without portamenio slur; only staccalo
marks. The slurs certainly added by M. in the proof.

75.°V. 2, Va. and Ve. A. originally semibreves (§!).

75-76. V. 1. A. and O. Slur reaches over the bar line ;
can hardly be intended.

97. V. 1. A.and O. grace note ) instead of }y!'

98. V. 1. A. Siaccato missing on the first quaver ; the two
following and the three last in O. with separate slur.
106/107 and B. 107/108. V. 1. A. Slur not carried over the

bar line, which is exceptional.

138-166. A. Not written out; instead the twotold sign;
““ Dal segno R 29 tickt.”

188 and 190. V. 1. A. Only staccaio marks, and In this case
0. also. .M.’s care in proof reading has evidently not
gone 8o far as this,

246-251. M. has written these in & new form for himself at the
end of the movement, then cancelled. them and finally
(himself 9) entered the variants in V. 2, Va., and Ve. in
the acore. The original form illegible.

. greoac missing in A.; certainly an authentic addition

A. shows, certainly by intention, varied artioulation.

Yo. O. Slur also for the second half-bar.

271.

and Movement

2, 10, 22. V. 1. A. Shur over the whole bar.

4 and 5. Va. and Ve, In A, and O. the slur embraces the
whole bar, in cgntmd.lction of B. 3. An alteration would
be inadmissible.

11. A. originally p in all the parts. :

20. V. 1. A. originally instead of f, crescendo, and in B. 21f.
Likewise the fin Ve¢. in B. 21 ia crossed out and placed
earlier.

29. V. 2 and Va. A. Staccato marked only here, B. 39 and

B. 47; they are meant, however, throughout. Vec. A,
Sempre p miseing.
grd Movement
1, The first p, as also in B. 5, given tirst in 0. It looks as

though M. had bestowed greater care on the proof reading
of this movement.
3. V. 1. A. Correctibn (erasure) for the quaver; it looks

ag though M. had originally written Similar

erasures in the semiquaver group B. 4, Where are aleo
erasures in V. 2 and Va.

4. V. 2 and Va. A. The slur originally embraced only
the first two quavers ; M. has expressly lengthened it.

17. V. 1. A. Correction, originally V. 1 took over the
figuration from V. 2. ‘The portato signs, here and in
B. 14-19, given first in O., for which only M. himselt
can have been responsible. Likewise B, 39-41.
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29. V. 2. O. shows the third semiquaver group ﬁ

which I take to be a mistake in engraving.
53. A. originally only p, not »p.
53. Va. O. Slur missing.

53. Ve. A. Staccati, in O. correctly deleted, likewise the
fourfold instruction staccato.

4th Movement

At the end of the 4dagio M. began the Finale in a different
form and then cancelled it.

t Prestissimo
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