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ABSTRACT 

 

The cello began its rise as a popular solo instrument in the late eighteenth century. The 

development of the instrument in the eighteenth century enabled cellists to perform in a virtuosic style 

and to discover new sound and color possibilities on the cello. Unfortunately, there were few composers 

who truly understood and exploited the instrument‟s technical and sonic capabilities. In order to extend 

the limited solo cello repertoire, performers in the nineteenth and twentieth centuries sometimes chose to 

enhance the works that were available to them. In some cases these cellists‟ versions became more 

popular and widely performed than the composers‟ scores and, as a result, some original versions were 

largely forgotten or ignored. Although these arrangements certainly contributed to the expansion of cello 

repertoire, they provoke criticism regarding the authenticity of the composer‟s intention and creation in 

comparison with the authenticity of the arrangements created by the virtuosic cellists of the era. This 

treatise will examine the differences between the original and the performers‟ versions by measure-to-

measure comparison, and surmise possible reasons behind the changes made by performers.    
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INTRODUCTION 

 

The cello began its rise as a popular solo instrument in the late eighteenth century. Prior to that, 

its primary role was performing the basso continuo part in an orchestra or chamber ensemble. It was not 

until the work of Luigi Boccherini in the eighteenth century that cellists encountered music approaching 

virtuoso levels. This late blooming was not due to a lack of solo performers on the cello whose technical 

facility matched that of their fellow violinists, but rather because the virtuoso repertoire for the violin 

had blossomed in the early seventeenth century while there was no similar provision made for the 

cellist.1 Until the middle of the eighteenth century, the cello did not have as rich and varied a repertoire 

as the violin.  

Since the development of wire-wound string in the 1660s enabled the cello to have rich sounds, 

the cello underwent numerous modifications, especially in the late eighteenth and nineteenth centuries. 

The neck was canted back, the bridge heightened, and the fingerboard was lengthened to facilitate 

playing in the higher positions.2 In the second half of the nineteenth century, the invention of the endpin 

revolutionized cello technique by allowing the arms more freedom.3 After all of these modifications, the 

cello sounded more brilliant than ever and was better suited to be a solo instrument. Unfortunately, there 

were few composers who truly understood and exploited the instrument‟s technical and sonic 

capabilities. Therefore, in order to extend the literature for the instrument, cellists sometimes took works 

written for violin and transposed them for cello, or they edited, arranged and/or altered music that was 

already written for cello to make it more dazzling for the concert stage. In some cases these cellists‟ 

versions became more popular and widely performed than the composers‟ scores and, as a result, some 

original versions were largely forgotten or ignored. It is undeniable that these performer‟s versions have 

made a huge contribution towards establishing the cello as a solo instrument; however, it is time to 

reevaluate the original scores in order to truly understand the composers‟ intentions. In addition, this 

treatise will observe structural changes and various techniques added to the works by virtuoso cellists to 

surmise possible reasons behind them.    

The three works that will be examined in this treatise are: Luigi Boccherini‟s Concerto in B-flat 

major, G. 482 (arranged by Friedrich Wilhelm Grützmacher), Frédéric Chopin‟s Introduction and 

                                                        
1 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 29.  
2 Ibid., 26. 
3 Valerie Walden, One Hundred Years of Violoncello: A History of Technique and Performance Practice, 1740-1840 (New 
York: Cambridge University Press, 1998), 55. 
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Polonaise Brillante, Op. 3 (arranged by Emanuel Feuermann and Maurice Gendron), and Pyotr Ilyich 

Tchaikovsky‟s Variations on a Rococo Theme, Op. 33 (arranged by Friedrich Wilhelm Fitzenhagen). 

These pieces have been selected based on three criteria: 1) the performer‟s edition must have been 

arranged by a renowned cellist, 2) there must be significant differences between the original version and 

the arrangement, and 3) the performer‟s edition must be the prominent version of the work.  

Although these three works were selected based on the same criteria, the performer‟s 

arrangements of each work were not achieved in the same manner. Grützmacher arranged Boccherini‟s 

Concerto in B-flat major, G. 482 by merging it with other Boccherini concertos, while Feuermann barely 

touched the structure of Introduction and Polonaise Brillante, instead adding virtuosic passages to the 

originally subservient cello part. While these two works were arranged long after the composers‟ deaths, 

Tchaikovsky‟s Variations on a Rococo Theme, Op. 33 was arranged right after its premiere by Wilhelm 

Fitzenhagen, the dedicatee. Fitzenhagen published the arranged version first without Tchaikovsky‟s 

consent. Since three works were arranged in different ways, a suitable approach will be applied to each 

work and numerous musical examples will be used for measure-to-measure comparison in order from 

least to most altered.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



3 
 

CHAPTER 1 

 

CHOPIN’S INTRODUCTION AND POLONAISE BRILLANTE, OP. 3 

 

Background 

 Chopin had a particular affection for the cello. Excepting the piano, it is the only instrument for 

which Chopin wrote a number of pieces. There are three cello works by Chopin: Introduction and 

Polonaise Brillante, Op. 3 (1833), Duo Concertant from Meyerbeer's "Robert le Diable" for piano and 

cello (1833)4, and Sonata in G minor for piano and cello, Op. 65 (1847).  

 His cello sonata, which was his last major work, highlights the affection he carried for the 

instrument. This can be heard in the flowing cello lines and many special details. Chopin took over a 

year to compose the sonata, sketching and drafting as he had not done before, and at one point 

complaining to his sister, Ludwika, “I write a little and cross out a lot. I am sometimes happy with it, 

sometimes not. I throw it into a corner and then take it up again.”5 Although Chopin was more familiar 

with the instrument after his collaboration with brilliant cellists such as Auguste Franchomme, the 

dedicatee of Chopin‟s cello sonata, it still took him a great deal of time and effort to distribute the 

material equally between the cello and piano.  

On the other hand, Introduction and Polonaise Brillante, Op. 3, was written in 1829, when he 

was only nineteen years old. At the beginning of 1829, Chopin fell in love with a young voice student at 

the Warsaw Conservatoire, Constantia Gladkowska, but he was too shy to express his feeling towards 

her and did not attempt to talk to her or meet her. As a result, Constantia, who had no idea of Chopin‟s 

secret love, carried on flirtations with other men as Chopin grew more and more frustrated.6                

However, in October, Chopin‟s somber thoughts were dispelled by a pleasant distraction. He was 

invited to the country by Prince Radziwill, who was a patron of the arts, a composer, and a gifted cellist. 

The prince had two beautiful daughters, one a good pianist. Chopin was delighted to teach her and also 

to compose a piece for cello and piano for both her and her father. Chopin wrote later to a friend that the 

piece was merely a salon piece to be enjoyed casually and that he had written it in a manner so as to 

show off the young Wanda's pretty fingers. Despite Chopin‟s disparaging remark, this piece must have 

grown on him since he included it on a concert tour in 1830. The slow introduction was added in the 

                                                        
4 The cello part of Duo Concertant was written by Auguste Franchomme, a renowned cellist and Chopin‟s life-long friend.  
5 Adam Zamoyski, Chopin: A Biography (London: Collins, 1979), 234. 
6 Ibid., 53. 
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spring of 1830, making the piece Introduction and Polonaise Brillante, Op. 3, and Chopin dedicated it to 

Joseph Merk, the first cellist of the Royal Opera in Vienna. Chopin admired Merk, saying, “…he is the 

first cellist whom I can admire on closer acquaintance”.7   

Compared with his cello sonata, Introduction and Polonaise Brillante, Op. 3 was not a 

composition Chopin considered seriously. His career as a composer had just begun, the cello was not a 

familiar idiom to him, and the piece was written as a simple salon piece during his vacation. As a result, 

he chose to compose the cello part in a lyrical, secondary role to the soloistic and virtuosic piano part. 

The virtuosic treatment of the piano alongside the comparatively simple cello part has prompted many 

modern cellists to alter their part in order to create a more virtuosic cello line. Most prominent among 

these were Emanuel Feuermann and Maurice Gendron, whose modifications comprise the body of the 

following chapter. 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                    

 

 

 

 

 

                                                        
7 William Murdoch, Chopin: His Life (New York: Macmillan, 1935), 93. 
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Biography 

 

Frédéric Chopin (1810-1849) 

The Polish composer and pianist Frédéric Chopin was born in Żelazowa Wola, near Warsaw, in 

1810, and died in Paris, France in 1849. In his youth, his mother introduced him to the piano and by the 

age of six he was already able to play difficult pieces and produce simple melodic variations.8 In 1816, 

Chopin started taking piano lessons from an old friend of his father‟s, Adalbert Zywny. A modest pianist, 

Zywny was only able to teach Chopin the accepted method of fingering and technique for the piano. By 

the time it became clear that there was little else Zywny could do for Chopin, another musician, Jozef 

Elsner, became interested in the boy and became his teacher. Elsner gave Chopin lessons in musical 

theory, however, most of the time Chopin was left to study on his own. Being reserved and of a reticent 

character, Chopin had a tendency to avoid areas of study in which he was not sure of himself. This 

uneven musical education resulted in a limited range of compositional output.9 

In 1826, Chopin entered the Warsaw Conservatoire for harmony and composition, choosing three 

years of study of musical theory and counterpoint.10 In 1831, Chopin moved to Paris where he found life 

there pleasant and soon forgot any thoughts of returning to his homeland. He made a comfortable living 

from piano lessons and from sales of his published music, and he enjoyed the friendship of some of 

Europe's most renowned artists and composers.11 

After the failure of his plans to marry Maria Wodzinska, Chopin found himself increasingly 

involved with the novelist George Sand; from 1837 to 1847, Chopin‟s life was dominated by his 

relationship with her. The author of daring novels, older by six years, and a divorcée with two children, 

Sand offered the lonely artist what he missed from his life in Warsaw: extraordinary tenderness, warmth 

and maternal care. The lovers spent the winter of 1838 on the Spanish island of Majorca, living in a 

former monastery in Valldemosa. There, due to hostile weather conditions, Chopin became seriously ill 

and developed symptoms of tuberculosis. For many weeks, he remained so weak he was unable to leave 

the house. Nonetheless, during his illness Chopin continued to work intensively and composed a number 

of masterpieces.12 

                                                        
8 Adam Zamoyski, Chopin: A Biography (London: Collins, 1979), 16.  
9 Ibid., 25. 
10 Ibid., 36. 
11 Kornel Michałowski and Jim Samson, “Chopin, Fryderyk Franciszek,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 20, 2010).  
12 Adam Zamoyski, Chopin: A Biography (London: Collins, 1979), 150-171. 

http://www.oxfordmusiconline.com/
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On his return from Majorca in the spring of 1839, Chopin moved to George Sand's manor house 

in Nohant, in central France. Until 1846, Chopin returned to Paris only for the winters. This was the 

happiest, and the most productive period in his life after he left his family home. The majority of his 

profound works were composed in Nohant.13  

For years, the couple enjoyed a deep love and friendship, but with time the increasingly hostile 

attitude of George Sand's son, who had a strong influence on the writer, caused more serious conflicts 

between Chopin and Sand. A final parting of ways took place in July 1847.14 

After his break from Sand, Chopin struggled to maintain both good health and a positive mental 

state. Also, the loss of Nohant which was so important for the health and creativity of the composer, had 

an overwhelming effect on Chopin's mental and physical state. He almost completely gave up 

composition, and for the last years of his life, Chopin only wrote a few small pieces. In April 1848, 

persuaded by his Scottish pupil, Jane Stirling, Chopin left for England and Scotland. Together with her 

sister, Miss Stirling organized concerts for Chopin and visits to various localities, including the castles 

of the Scottish aristocracy. Chopin found London quiet and dreary. The hectic life style and fatigue from 

constant traveling and numerous performances, together with a climate unhealthy to his lungs, damaged 

his health seriously.15 On 16 November 1848, despite frailty and a fever, Chopin gave his last concert, 

playing for Polish emigrés in the Guildhall in London.16   

After Chopin‟s return to Paris, his health did not improve. In the summer of 1849, Ludwika, the 

eldest and the favorite sister of the composer, came from Warsaw to take care of her ill brother. On 17 

October 1849, Chopin died of pulmonary tuberculosis in his Parisian flat in the Place Vendôme. After he 

died, his heart was removed, and his death-mask was made. He was buried in the Père-Lachaise 

cemetery in Paris. In accordance with his will, however, his heart was brought by his sister to Warsaw 

where it was placed in an urn installed in a pillar of the church of Sainte Croix at Warsaw.17  

 

 

 

 

 

                                                        
13 Adam Zamoyski, Chopin: A Biography (London: Collins, 1979), 172-209. 
14 Ibid., 214-233. 
15 Ibid., 255. 
16 Ibid., 262-271. 
17 William Murdoch, Chopin: His Life (New York: Macmillan, 1935), 385-388. 
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Emanuel Feuermann (1902-1942) 

 Emanuel Feuermann was one of the great cellists of the twentieth century, especially admired 

and appreciated by other cellists. He was born in the city of Kolomea in Galicia, Poland in 1902. 

Feuermann began cello lessons with Friedrich Buxbaum, principal cellist of the Vienna Philharmonic 

Orchestra when his family moved to Vienna in 1908. Feuermann was so inspired by a performance of 

Pablo Casals in Vienna in 1912, he began to work relentlessly on cello. In February 1914, twelve-year-

old Feuermann made his debut, with a performance of the Haydn D Major Concerto with the Vienna 

Philharmonic Orchestra, and was much praised by the critics.18 In 1917, Feuermann went to Leipzig to 

study with Julius Klengel. He studied for two years with Klengel, and it was his most fruitful period of 

study. Between 1920 and 1929, Feuermann gave over one thousand concerts, including one in the Soviet 

Union in 1925. This was the first concert given in the Soviet Union by a foreign artist.19 

Feuermann moved to the United States in 1938 and was appointed cello professor at the Curtis 

Institute in Philadelphia. Over the years, Feuermann had collaborated with many talented musicians. He 

had an especially fruitful friendship with Jascha Heifetz, and the recording of Johannes Brahms‟ Double 

Concerto in A Minor, Op. 102 he made with Heifetz and Eugene Ormandy conducting the Philadelphia 

Orchestra is a historic example of a meeting and fusion of three great talents.20 Many critics believe that 

Feuermann's interpretation of Antonín Dvořák's Cello Concerto in B Minor, Op. 104 and his recording of 

Johannes Brahms's Double Concerto in A Minor, Op. 102 with Heifetz rank the best ever among 

recordings of these works.  Feuermann died unexpectedly in 1942, following a minor operation, when he 

came down with an infection. His untimely death was a loss to the world of music, and his recordings 

are an example of his immeasurable contribution to the art of cello playing.21  

 

 

 

 

 

 

 

                                                        
18 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 160. 
19 Ibid., 161. 
20 Ibid., 165-166. 
21 Ibid., 167-168. 
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Maurice Gendron (1920-1990) 

Maurice Gendron is widely considered one of the greatest French cellists of the twentieth 

century. He was born into a poor family in Nice in 1920. At the age of five, he was given a quarter-size 

cello and became fascinated by it immediately. His first teacher, Stephane Odero took him to a concert 

given by Emmanuel Feuermann when he was ten, and Gendron was so inspired by Feuermann‟s 

performance that he regarded him as his idol ever since.22    

 During World War II, Gendron was exempted from military service due to his ill health. 

Undeterred, he joined the Resistance and did not give concerts in Germany; he was almost deported 

because of this decision. Through playing in private concerts, he met many musicians such as Jean 

Françaix and Francis Poulenc, who contributed significantly to his musical development. He and 

Françaix gave recitals together for over 25 years.23  

Gendron had always wanted to study with Emmanuel Feuermann, and Feuermann repeatedly 

invited him to be his student. However, Gendron‟s financial problems prevented him from doing so. 

Although he did not study with Feuermann, Gendron tried to teach Feuermann‟s ideas to his own 

students.24 Gendron taught at the Paris Conservatoire from 1970 to 1987, and he also spent time teaching 

at the Mozarteum in Salzburg and the Menuhin School in Surrey, England. He died in 1990 in Grez-sur-

Loing, France.25    

Gendron had the distinctive experience of being the first and only solo cellist conducted by 

Casals on a commercial recording. Casals had never conducted another cellist, but with Gendron, he 

gladly agreed to record Luigi Boccherini‟s Concerto in B-flat Major, G. 482 and Joseph Haydn‟s 

Concerto in D Major Concerto, No. 2. This performance is also special in that both concertos were 

played from the original scores which Gendron had found in the Dresden State Library.26  

Gendron was the first modern cellist to play Boccherini's Concerto in B-flat Major, G. 482 in its 

original form, rather than the edition pieced together by Friedrich Grützmacher. He also published a 

number of transcriptions and was a superb composer of cadenzas for classical concertos such as those by 

Joseph Haydn. He also made the critical edition of Haydn‟s Concerto in D Major, No. 2, which has 

become the standard edition for cellists. 

                                                        
22 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 220. 
23 Ibid. 
24 Ibid., 221. 
25 Noël Goodwin, “Gendron, Maurice,” in Grove Music Online. Oxford Music Online, http://www.oxfordmusiconline.com 
(accessed May 19, 2010). 
26 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 221. 
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Comparison 

  

Text used in comparison 

The G. Henle Verlag Edition will be used as the original version, and the International Music 

Company edition and Schott edition as the performers‟. The G. Henle Verlag Edition was edited by 

Ernst-Günter Heinemann, the International Music Company edition by Emanuel Feuermann and 

Leonard Rose, and the Schott edition by Maurice Gendron. Leonard Rose, who was also a celebrated 

cellist, used most of Feuermann‟s ideas, but made some changes especially in the coda. Since 

Feuermann‟s version is not represented by any printed edition, this Feuermann-Rose edition will be used 

as the basis and the differences between these two versions will be addressed by the author transcribing 

from Feuermann‟s recording. The editions of Feuermann and Gendron have been chosen to compare 

with the original not only because their approaches to this piece are remarkably different, but also they 

are the most frequently performed editions that are still in print. 

 

Introduction 

Each edition has thirty-eight measures in the introduction. The introduction to Chopin‟s original 

composition and Feuermann‟s edition are mostly alike except for the cadenza at the end. At the 

beginning, the piano starts off with grand chromatic scales and the cello responds with romantic 

melodies. At the beginning, the original and Feuermann‟s edition have no difference. However, Gendron 

uses accompanimental pizzicato chords while the piano is playing, first in C major and second in D 

minor. 
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[Example 1.1] Gendron‟s edition, mm. 1-8 

 

Gendron also chooses to use accompanimental pizzicatos in measure 24 over the piano‟s fast thirty-

second-note passage.  

 

 [Example 1.2] The original and Gendron‟s editions, m. 24   
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From measure 25 to 30, except for each downbeat, Gendron has the cello play one octave higher than 

the original and Feuermann‟s editions, making the cello sound project against the piano‟s roaring chords.  

  

[Example 1.3] The original and Gendron‟s editions, mm. 25-30 

 

In measure 31 instead of a slow, arpeggiated D-flat major chord, Gendron gives the cello the piano‟s 

upper right hand passage, and so in measure 32, it is the cello that plays all the thirty-second-note 

flourishes while the piano plays eighth-note accompaniment figures.  

 

[Example 1.4] The original and Gendron‟s editions, mm. 31-32 
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In Gendron‟s edition, from measure 33 to 35, the cello plays one octave higher than Chopin‟s original 

and in measure 36, the cello takes over the piano right hand melody using false harmonics.  

 

[Example 1.5] The original and Gendron‟s editions, mm. 33-36 
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The cadenza at the end of the introduction functions as a transition and also highlights the 

differences between each edition. In Chopin‟s original, the piano gets to play the cadenza by itself, while 

in Gendron‟s edition, it is the cello that plays the cadenza by itself. Feuermann, however, allows both 

instruments to play the cadenza together.  

 

[Example 1.6] The original, Feuermann‟s, and Gendron‟s editions, cadenzas 
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As seen above, in Feuermann‟s edition, the cello plays the ascending passage to D6, and then the piano 

plays a triplet-sixteenth descending scale with eighth-note descending sixths played by the cello. There 

is no serious alteration to the cadenza; Feuermann simply allows both instruments to share the virtuosic 

moment. On the other hand, Gendron makes significant changes to the original edition. He rewrote the 

cadenza so that the cello alone plays the ascending chromatic scale to G5 and the descending triplet-

sixteenth scale as well.    

 

Polonaise 

 

The Polonaise (Alla Polacca) is in a rondo form, divided into six sections [A-B-A-C-A'-Coda].  

 

[Table 1-1] The structure of the polonaise 

 

 A B A C A' Coda 

Original mm. 39-56 mm. 57-79 mm. 80-95 mm. 96-166 mm. 167-186 mm. 187-231(end) 

Feuermann’s mm. 39-56 mm. 57-79 mm. 80-95 mm. 96-166 mm. 167-186 mm. 187-231(end) 

Gendron’s mm. 39-56 mm. 57-79 mm. 80-87 mm. 88-158 mm. 159-170 mm. 171-197(end) 

 

Feuermann did not make any structural changes to the polonaise, whereas Gendron omitted a number of 

measures in the repeated A sections. (8 measures in the second A section, 12 measures in the A' 

section)27 

The first A section starts with the piano‟s two measure introduction. While the cello is playing 

the jaunty theme, the piano accompanies in the polonaise rhythm.  

 

[Example 1.7] Polonaise rhythm 

 

 

In the original edition, beginning in measure 49, the piano part carries the theme while the cello 

accompanies with a simple quarter-note bass line in pizzicato. In Feuermann‟s edition, the cello provides 

                                                        
27 In the Feuermann-Rose edition, Rose left out eighteen measures (mm. 185-202) in coda. 
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harmonic chords still in pizzicato. In Gendron‟s edition, the cello does not play pizzicato, but rather 

plays the polonaise rhythm.  

 

[Example 1.8] The original, Feuermann‟s, and Gendron‟s editions, mm. 49-54 

    

  

The B section starts with the cello‟s festive melody and from measure 64 to 75, the piano brilliantly 

plays out virtuosic triplet-sixteenth scales while the cello only provides harmonic bass or rests in the 

original. Feuermann gives the cello an E major ascending scale to join the piano‟s descending scale in 

measure 67. It also helps to position the cellist‟s left hand on E6 to take over the piano‟s top line starting 

with F6. Then the cello starts its own virtuosic moment playing oscillating triplet scales, which originally 

belonged to the piano‟s right hand top line, until measure 71.  
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[Example 1.9] The original and Feuermann‟s editions, mm. 65-70 

 

 

From measure 72 to 75, the piano returns to play the scales, but the cello is still leading by playing the 

first note of each triplet in harmonics, instead of sustaining a pedal E as in the original edition.28  

 

 

                                                        
28 In the Feuermann-Rose edition, the cello is holding E, while the piano is playing the scale from measure 72 to 75. 
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[Example 1.10] The original and Feuermann‟s editions, mm. 72-75 

 

 

Gendron‟s approach is very different than Feuermann‟s. He has the cello take over the scale 

directly from measure 68. The cello starts triplet scales from F4, two octaves lower than in Feuermann‟s 

edition and in the piano top line in the original edition, and then the cello leaps to F5 and starts the scale 

again.  

 

[Example 1.11] Gendron‟s edition, mm. 68-71 
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From measure 72 to 75, Gendron gives the cello not only the first note, but the entire oscillating triplet 

scales.  

 

[Example 1.12] Gendron‟s edition, mm. 72-76  

 

 

 

There is a short transition played by the cello alone from measure 76 to 77, which both 

Feuermann and Gendron transpose one octave higher than the original edition. In the original edition, 

from measure 78, the piano plays the descending scale while the cello is sustaining G, the first note of 

the next section, and both instruments triumphantly move onto the second A section. Here, Feuermann 

keeps the original idea, but Gendron gives three-octave ascending scales to the cello above the piano‟s 

descending scale, and has the cello play the theme one octave higher than the original and Feuermann‟s 

editions.     
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[Example 1.13] The original and Gendron‟s editions, mm. 76-81 
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Also, Gendron cuts eight measures off from each theme played by the cello and the piano, making the 

second A section almost half the length of the original edition.  

 

[Example 1.14] Gendron‟s edition, mm. 80-87 

 

  

Section C can be divided into three subsections (a-b-a').  

 

[Table 1-2] The structure of Section C 

 

 a b a' 

Original, Feuermann‟s mm. 96-113 mm. 114-135 mm. 136-166 

Gendron‟s mm. 88-105 mm. 106-126 mm. 127-158 

 

In the a subsection, the key changes from C major to F major, and the cello sings tenderly in a rather 

relaxed mood. The cello plays one octave higher in Feuermann‟s and Gendron‟s editions than in the 

original edition. There is a two-measure transition before the b subsection and instead of the syncopated 

scale in the original and Feuermann editions, Gendron puts thirty-second-notes against the piano‟s triplet 

sixteenth notes.  
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[Example 1.15] The original edition, mm. 112-113, Gendron‟s edition, mm. 104-105 

 

 

In the b subsection, the music returns to the cheerful polonaise. In the original edition, this subsection is 

filled with the piano flourishes above the cello‟s simple bass lines. In Feuermann‟s edition, the cello 

plays the piano‟s right hand line from measure 114 to 118.  Feuermann lets the piano play the virtuosic 

passages with the cello‟s arpeggiated C major chords which are an octave higher than the original 

edition. However, by adding the sixteenth-note scales, Feuermann makes it interesting and fun.  
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[Example 1.16] The original and Feuermann‟s editions, mm. 113-122 

 

 

 

Gendron takes the arrangement of this part to the next level. The first part of the b subsection is 

the same as Feuermann‟s edition, but he refuses to yield up virtuosic passages to the piano, and retains 

the flashy scales in the cello part from measure 111 to 114. (equivalent to measure 119-122 in the 

original and Feuermann‟s editions.) 
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[Example 1.17] Gendron‟s edition, mm. 111-114 

 

In the original edition, it is the piano that plays brilliant sixteenth arpeggios with the cello playing the 

bass line from measure 123 to 126.  

 

[Example 1.18] The original and Feuermann‟s editions, mm.123-126,  
                    Gendron‟s edition, mm. 115-118 

 

 

Feuermann gives the arpeggios to the cello, making the piano play the chords instead, but he puts the 

chords in a different rhythmic pattern than the original, especially the third beat of each measure, which 
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is a dotted rhythm. The different rhythmic pattern with the cello arpeggios serves to make the cello and 

the piano move forward together. Gendron simplifies the piano melody even more by having those 

chords in quarter notes.  

The transitional phrase right before the a' subsection is another moment that demonstrates how 

differently Feuermann and Gendron approached the arrangement of Chopin‟s original edition. 

 

[Example 1.19] The original and Feuermann‟s editions, mm. 126-134 

 

 

As seen in [Example 1.19], Feuermann does not make much alteration to the original, except for adding 

another pitch (a third above) to each group. On the other hand, Gendron puts triplet-sixteenth scales in 

the places of half notes in measures 120, 121 and 122.  
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[Example 1.20] Gendron‟s edition, mm. 119-126 

 

 

Also, he gets rid of a little conversation between the cello and piano in measures 123-125, and makes the 

cello play the same melody as the piano‟s right hand.  

 In the original edition, the lyrical theme is played again by the cello in a' subsection, and the 

musical material in the B section is reused to move into the A' section. All the repeated parts remained 

the same as the previous sections, but in measures 139 and 140 in Gendron‟s edition, the cello and the 

piano exchange material.  

 

[Example 1.21] The original edition, mm.147-148, Gendron‟s edition mm. 139-140 

 

  

The A' section starts in the same manner as the previous A section in all three versions. However, 

each version has a different way of approaching the coda.  In the original edition, from measure 181 to 

184, the cello is playing the bass line in a low register while the piano jumps and cascades.  
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[Example 1.22] The original edition, mm. 182-185 

 

 

In Feuermann‟s edition, when the cello accompanies the piano‟s theme from measure 175 to 184, he 

builds up excitement more effectively by adding figures such as V-I chords played arco in measures 178 

and 179, one octave leaps from C4 to C5 between measure 181 and 184.   

 

[Example 1.23] Feuermann‟s edition, mm. 176-182 

 

 

In Gendron‟s edition, the A' section is eight measures shorter than the other two editions. Not only has 

he added the octave leaps in measure 165 (equivalent to measure 181 in the original), but he also gives 
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the cello the virtuosic cascade from the piano part in measure 166. Also, he puts octave scales in the 

cello part in measures 167 and 168, making the piano stay in a lower register than in the original edition.    

 

[Example 1.24] Gendron‟s edition, mm. 163-168 

  

 

Between measure 169 and 170 in Gendron‟s edition (equivalent to measures 185 and 186 in the original 

edition), it is the cello that plays the virtuosic solo, which belongs to the piano in the original edition.  

 

[Example 1.25] The original edition, mm. 185-186, Gendron‟s edition, mm. 169-170 

  

  

In the coda, the music intensifies in both instruments parts towards the end. The cello sings 

joyfully, soaring above the piano‟s fast scales and flourishes. Feuermann attempts for both instruments 

to share the virtuosic moments without disrespecting Chopin‟s idea. He has the piano and cello play the 
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virtuosic transitions in turn (mm. 185, 186 for the piano and mm. 203, 204 for the cello), which are 

played by the piano both times in the original edition. 

 

[Example 1.26] Feuermann‟s edition, mm. 185-186, 203-204 

 

 

Also, in Feuermann‟s edition, the cello plays the piano‟s left hand chords together with the piano in 

measures 215 and 216, while it rests in the original. Feuermann also transposes the piano‟s left hand 

chord one octave lower so their sounds do not overlap.  

 

[Example 1.27] The original and Feuermann‟s editions, mm. 215-216 
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From measure 218 to 220, Feuermann gives the cello the piano‟s right hand melody and then lets the 

piano take it over from measure 221.   

 

[Example 1.28] The original edition, mm. 218-222, Feuermann‟s edition, mm. 216-221 

 

 

As the music gets closer to the end, it becomes more exciting and climactic. In the original edition, the 

piano is the only virtuosic part with the brilliant triplet-sixteenth passages, and the only thing that the 

cello does from measure 225 to the end is to play the C major chord in different octaves. Feuermann lets 

the cello to share the glory with the piano, allowing it to play the piano‟s left hand flourishes in measures 

225 and 226, and also giving it the arpeggiated C major chord in measure 229, so the cellist can enjoy 
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the climactic ending together with the piano.  

 

[Example 1.29] The original edition, mm. 223-231, Feuermann‟s edition, mm. 225-231 

 

 

  Gendron altered the coda significantly. While Feuermann sticks to the original idea from 

measure 187 to 202, Gendron omits eighteen repeated measures (mm. 187-204 in the original), and 



31 
 

moves directly to measure 205, which is measure 171 in his edition.29 At the beginning, he switches both 

instruments‟ melodies with each other, making the cello start off with the fast scales and the piano sing 

the melody from measure 171 to 174.   

 

[Example 1.30] Gendron‟s edition, mm. 171-174 

 

 

The cello goes back to the original theme in measure 175, but it starts playing oscillating triplet-

sixteenth scales a sixth above the piano‟s scale. From measure 179 to 184, abandoning Chopin‟s original 

musical ideas, Gendron gives the cello the piano‟s right hand lines and remarkably simplifies the piano 

part. 

 

[Example 1.31] Gendron‟s edition, mm. 178-184 

 
                                                        
29 In Feuermann-Rose edition, Rose also left out those eighteen measures as Gendron did.  
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From measure 185 to the end, Gendron did not make any alterations for the piano, but literally rewrote 

the cello part. Between measure 185 and 188, he gives the cello four sets of descending C major scales, 

instead of  rhythms. Also, from measure 189 to 194, the cello plays arpeggiated C major chords in a 

driving triplet-sixteenth rhythm and at measure 196, he gives the cello a glissando over two octaves for 

the dramatic ending.  

 

[Example 1.32] Gendron‟s edition, mm. 184-197 

 

  

Chopin considered Introduction and Polonaise Brillante, Op. 3 as a mere salon piece, and as he 

wrote to his friend, this piece was written “…to show off the princess‟s pretty fingers.”30 That is why he 

treated the cello as an accompanimental partner, rather than in a solo role. The composer‟s intention can 

be clearly recognized as the piano plays all the brilliant passages, and the cello only sustains long bass 

notes, plays pizzicato, or rests. The cello introduces certain themes that have very lyrical and singing 

qualities, but there is no doubt that every virtuosic passage belongs to the piano.  

Feuermann‟s edition is more like a duo. Feuermann gives the cello several moments to shine by 

distributing some of the piano‟s virtuosic passages to the cello, but still keeps Chopin‟s original structure 

                                                        
30 William Murdoch, Chopin: His Life (New York: Macmillan, 1935), 68. 
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and ideas. (For instance, in the cadenza at the end of the introduction and measure 225-227 in the coda, 

both instruments play the virtuosic passages together which were originally played by the piano alone.) 

His changes are limited to the places where the cello has somewhat tedious accompanimental figures, or 

where the cello can have more powerful sound by playing in the higher register.  

On the contrary to Feuermann‟s approach, Gendron radically modifies the piece and gives the 

cello a prominent solo role. He changes the structure by omitting some repeated passages, and fills up 

almost every empty measure in the cello part. There are fifteen empty measures with the piano solo 

cadenza in the original, three in Feuermann‟s edition, and only one with the cello solo cadenza in 

Gendron‟s. In his edition, the cello rarely holds long notes, in fact, it sometimes plays faster than the 

piano. (For instance, in measure 119, when the piano has sixteenth notes, the cello plays triplet 

sixteenths.)  

 Feuermann and Gendron were both celebrated cellists, and their knowledge and mastery of the 

instrument were formidable. The three existent versions of Chopin‟s Introduction and Polonaise 

Brillante, Op. 3 are not only great assets to the cello literature, but also provide cellists a variety of 

choices. Thus, cellists are able to choose the version they prefer based on their tastes or abilities.  
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CHAPTER 2 

 

TCHAIKOVSKY’S VARIATIONS ON A ROCOCO THEME, OP. 33 

 

Background 

 Tchaikovsky wrote two works for cello: Variations on a Rococo theme, Op. 33 and Pezzo 

Capriccioso, Op. 62. Variations on a Rococo theme, Op. 33 was written in December 1876 and 

dedicated to Wilhelm Fitzenhagen, who was a celebrated cellist and Tchaikovsky‟s colleague professor 

at the Moscow Conservatory. Fitzenhagen most likely commissioned the work and he premiered it with 

Nikolay Rubinstein conducting in November 1877.31 Tchaikovsky could not attend the premiere, since 

he had already left Moscow for Western Europe in July after his disastrous marriage. The work was 

presumably performed as Tchaikovsky had written at the premiere, but soon Fitzenhagen took his role as 

reviser quite a bit farther and reordered the whole work.32  

 It is obvious that Tchaikovsky allowed Fitzenhagen much freedom in changing the cello part, 

since the majority of the solo part was written by him. However, Fitzenhagen‟s revision was so ruthless 

that Pyotr Ivanovich Jurgenson, Tchaikovsky‟s publisher, complained to Tchaikovsky, saying “He is 

most importunate in wishing to alter your cello piece, to make it more suitable for the instrument, and he 

says you have given him full authority to do this. Good heavens!”33  

 It is interesting to compare the Tchaikovsky‟s case with Dvořák‟s. Dvořák‟s Cello Concerto in B 

Minor, Op. 104 was written in 1894 and dedicated to Hanuš Wihan, who was Dvořák‟s close friend, and 

the cellist of the Bohemian String Quartet. Wihan also suggested some changes to the cello part in the 

first movement, and wrote the cadenza for the finale. Dvořák accepted only a few of Wihan‟s 

suggestions, but refused the idea of the cadenza at the end. He also made it very clear to his publisher. In 

his letter to Simrock, his publisher, Dvořák writes, “I have had some differences of opinion with Friend 

Wihan over a number of places. I don‟t like some of the passages and I must insist on my work being 

printed as I wrote it…I shall only give you the work if you promise not to allow anybody to make 

changes—Friend Wihan not excepted—without my knowledge and consent—and also not the cadenza 

                                                        
31 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 2 (London: Gollancz, 1978), 117. 
32 Peter Ilich Tchaikovsky, Raphael Wallfisch, David Brown, and John York,                                                
                                                                    -                                      (London: 
Edition Peters. 2004), 5. 
33 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 2 (London: Gollancz, 1978), 120-121. 
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in the last movement either in the score or in the piano arrangement.”34     

On the contrary, when Tchaikovsky found out all the drastic modifications Fitzenhagen made to 

his work, he did not take any actions to correct them. Tchaikovsky did not like what Fitzenhagen did to 

his work at all, but he just reacted, “The devil take it! Let it stand as it is!”35 As a result, Variations on a 

Rococo theme, Op. 33 was published in Fitzenhagen‟s edition in 1889 and it is still played in this form to 

this day.36   

 Tchaikovsky‟s original intentions were realized at last in the twentieth century after the Russian 

cellist Victor Kubatsky discovered that Tchaikovsky‟s text had been inked over by subjecting the 

manuscript to X-ray experiments.37  Tchaikovsky‟s original version was premiered by Daniil Shafran in 

1941, and published in 1956.38 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                        
34 John Clapham,        (Newton Abbot [Eng.]: David & Charles, 1979), 104. 
35 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 2 (London: Gollancz, 1978), 122. 
36 Ibid. 
37 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 77. 
38 “Variations on a Rococo Theme,” in The Oxford Dictionary of Music, 2nd ed. rev., edited by Michael Kennedy. Oxford 

Music Online, http://www.oxfordmusiconline.com (accessed May 26, 2010). 
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Biography 

 

Pyotr Ilyich Tchaikovsky (1840-1893) 

Tchaikovsky was born into a middle-class family as a son of a mining engineer in Votkinsk, 

Russia. He had three siblings—a sister, Sasha, and twin brothers, Anatoly and Modest. 39  In his 

childhood, Tchaikovsky was educated by a governess, Fanny Dürbach, who was only twenty-two years 

old but was already an experienced teacher. Young Tchaikovsky was very attached to her, and she 

provided him the foundation of a great education.40 Tchaikovsky went to the School of Jurisprudence 

from 1852 to 1859. During the first two years, his musical activity was very limited due to the heavy 

schoolwork; however, his mother‟s death in 1854 seems to have encouraged him to compose.41 He wrote 

his first surviving work, Anastasia Valse, in 1854, and dedicated it to Anastasia Petrova, his governess. 

His father arranged lessons with Rudolf Kündinger, but he did not see Tchaikovsky‟s musical talent at 

the time.42   

After graduating the School of Jurisprudence in 1859, Tchaikovsky worked for the Ministry of 

Justice and he was working so hard that he got promoted twice in the first nine months.  However, his 

desire to study music became serious, and when denied a promotion in the civil service, Tchaikovsky 

began to consider a career in music and studied music theory with Nikolay Zaremba. He applied to the 

newly-opened St. Petersburg Conservatory in 1862. During his conservatory period, he progressed very 

quickly, studying under Anton Rubinstein.43  

Tchaikovsky graduated from the St. Petersburg Conservatory in 1865 as a fully formed but 

inexperienced composer.  The next year, he was offered a music theory teacher position in the Moscow 

Conservatory by Nikolay Rubinstein, Anton‟s brother and moved to Moscow. In Moscow, Tchaikovsky 

made many important friends such as Pyotr Jürgenson, Nikolay Kashkin, and Ivan Klimenko.44 By 1870, 

he was able to be independent from Anton Rubinstein‟s approval, and be on his own. His Romeo and 

Juliet received many special awards and was also his first published work.45 

                                                        
39 Roland John Wiley, “Tchaikovsky, Pyotr Il′yich,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 24, 2010). 
40 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 1 (London: Gollancz, 1978), 41. 
41 Roland John Wiley, Tchaikovsky (Oxford: Oxford University Press, 2009), 15-17. 
42 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 1 (London: Gollancz, 1978), 47-49. 
43 Roland John Wiley, “Tchaikovsky, Pyotr Il′yich,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 24, 2010). 
44 Ibid. 
45 Roland John Wiley, Tchaikovsky (Oxford: Oxford University Press, 2009), 55. 
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In 1868, Tchaikovsky met the Belgian soprano Désirée Artôt on a tour of Russia and fell in love 

with her. He dedicated his Romance in F minor for piano, Op. 5 to her and they were engaged to be 

married. However, their relationship did not work, and Artôt got married to a member of her company.46 

Tchaikovsky‟s former composition student, Antonina Milyukova, then became the object of his 

affections. Tchaikovsky proposed marriage to her as a step to escape from his sexuality controversy, and 

a way to please his father. They got married in 1877, and separated after two months. The failure of his 

marriage led him to an emotional crisis, and he never attempted to get married again.  After his marriage 

failed, he left the conservatory, finally freed from a teaching job that he considered as a waste of time. 

Also, he became financially independent, since Nadezhda von Meck, a very rich widower, began to send 

him a regular allowance.47 Tchaikovsky exchanged over a thousand letters with von Meck, but they 

never met each other in person. This relationship came to an abrupt end in 1890 due to von Meck‟s 

financial difficulties, and the loss of her friendship affected Tchaikovsky for the rest of his life, not 

because he lost her financial support, but because he truly enjoyed exchanging letters in which he could 

be more open to her about his life and music than he had been to any other person.48  

Tchaikovsky died in 1893, and the cause of his unexpected death is still a mystery. He was buried 

in Tikhvin cemetry at the Alexander Nevsky Monastery in St. Petersburg near the graves of other 

composers—Alexander Borodin, Nikolai Rimsky-Korsakov and Modest Mussorgsky.49 

 

 

 

 

 

 

 

 

 

 

 

                                                        
46 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 1 (London: Gollancz, 1978), 156-157. 
47 Roland John Wiley, “Tchaikovsky, Pyotr Il′yich,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 24, 2010).                             
48 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 4 (London: Gollancz, 1978), 348-349. 
49 Ibid., 487. 

http://www.oxfordmusiconline.com/
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Wilhelm Fitzenhagen (1848-1890) 

 Fitzenhagen was born in Seesen, Germany as the son of the town music director.  At the age of 

five he took music lessons on several instruments such as the piano, the cello and the violin. In 1862, 

Fitzenhagen became a student of Theodore Müller, and in 1867 some noble patrons enabled him go to 

Dresden to study with Grützmacher. In 1870, despite Liszt‟s attempt to keep him in Weimar, 

Fitzenhagen accepted professorship at the Moscow Conservatory.50  

 Fitzenhagen gained a reputation as a teacher, soloist and chamber musician. Tchaikovsky, his 

fellow professor at the Moscow Conservatory, dedicated to him Variations on a Rococo Theme, Op. 33 

and allowed him a great deal of freedom in modifying the solo cello part. Fitzenhagen significantly 

altered the piece without Tchaikovsky‟s knowledge, and published it. He also premiered Tchaikovsky‟s 

String Quartets Opp. 11, 22, 30 and the Piano Trio, Op. 50.51 

 Fitzenhagen wrote more than sixty works for the cello,52 and his Technical Studies for the Cello, 

Op. 28 is still used in teaching studios. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                        
50 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 76. 
51 Lynda MacGregor, “Fitzehagen, Wilhelm,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 24, 2010). 
52 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 76. 
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Comparison
53 

  

Texts used for comparison 

The Edition Peters will be used as the original edition, and the G. Schirmer edition as 

Fitzenhagen‟s edition. The Edition Peters was edited by Raphael Wallfisch and David Brown. Raphael 

Wallfisch is a celebrated British cellist, especially known for his recording of the original Boccherini‟s 

Concerto in B-flat Major, G. 482 and Tchaikovsky‟s Variations on a Rococo theme, Op. 33. David 

Brown is a musicologist, most noteworthy for his study of Tchaikovsky‟s life and works. Tchaikovsky‟s 

Variations on a Rococo theme, Op. 33 was first published in Fitzenhagen‟s version, and the composer‟s 

original intention was recognized much later. Therefore, unless noted as the original, all commercial 

editions are Fitzenhagen‟s edition.   

 

Structural changes  

Fitzenhagen changed the order of variations and omitted variation VIII.  

 

[Table 2-1] The order of variations in the original and Fitzenhagen‟s editions 

 

Tchaikovsky’s order Fitzenhagen’s order 
Number of measures 

Tchaikovsky Fitzenhagen 

Introduction Introduction 21 21 

Theme Theme 24 24 

Var. I Var. I 24 24 

Var. II Var. II 36 33 

Var. III Var. VI 34 35 

Var. IV Var. VII 46 76 

Var. V Var. IV 58 58 

Var. VI Var. V 46 49 

Var. VII Var. III 70 70 

Var. VIII  66  

                                                        
53 The measure numbers and variation numbers used in the comparison section are based on the original edition.  
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As seen in [Table 2-1], Fitzenhagen switched variations III and IV with variations VI and VII, 

and omitted the eighth variation. Why did Fitzenhagen make such drastic changes? According to David 

Brown, it all started from moving the D minor variation, which is the third in the original order, to later 

in the piece. After playing the piece at the Wiesbaden Festival in 1879, Fitzenhagen said to the composer, 

“I produced a furor with your variations. I pleased so greatly that I was recalled three times, and after the 

Andante variation (D minor) there was stormy applause.”54 David Brown wrote,  

 

Fitzenhagen had calculated that it might more effectively be placed later in the piece. Thus he exchanged 

it with the one in ¾ in C major. Since the Allegro vivace variation that followed upon that in D minor 

made a very effective contrast, Fitzenhagen retained this pairing but, in so doing, encountered a problem, 

for the eighth and last variation that now followed was of a very similar character. Tchaikovsky‟s 

improver did not flinch: this eighth variation had to go, the more so since it was perfectly easy to chop off 

the work‟s final thirty-two bars and tack them on to the Allegro vivace.55 

 

In order to make the changes, Fitzenhagen switched the transitional passages from measure 94 to 105 in 

variation II and the cadenza with one from measure 282 to 290 in variation VI, so variation VII comes 

after variation II, becoming variation III in Fitzenhagen‟s edition.  There is another significant change in 

variation IV (variation VII in Fitzenhagen‟s edition). In variation IV of the original edition, the 

diminished seventh chord in measure 184 is resolved to A major in measure 185, and the variation IV 

ends in measure 186. Since he dropped variation VIII in his edition and made variation IV the last 

variation, Fitzenhagen needed a big ending. Thus, Fitzenhagen cut off the last two measures in variation 

IV and connected it to measure 396 in variation VIII.  

 

 

 

 

 

 

 

 

                                                        
54 David Brown, Tchaikovsky: A Biographical and Critical Study, Vol. 2 (London: Gollancz, 1978), 121. 
55 Ibid. 
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[Example 2.1] The original edition, mm. 184-186 

 

 

Other changes—dynamic, pitch, rhythm etc. 

The brief introduction, Moderato assai, quasi Andante in 2/4 meter is played by the orchestra, 

and then the theme, Moderato semplice is charmingly introduced by the cello. The theme is pastoral and 

elegant in binary form, and it is simple enough to be recognized even after the variation treatments. Both 

editions are alike in the introduction, but in Fitzenhagen‟s edition, repeats are added at the end of each 

phrase. In the original edition, there is no repeat in the theme.  
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[Example 2.2] Fitzenhagen‟s edition, Thema 

 

 

Variation I, Tempo della Thema, is played in triplet-sixteenth rhythm in a light, dance-like 

manner. Fitzenhagen added several dynamic markings from measure 55 to 60, providing meticulous 

details.  
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[Example 2.3] The original and Fitzenhagen‟s edition, mm. 54-61 

   

   

Variation II, Tempo della Thema, features an exchange of speedy phrases between the cello and 

orchestra, and contains many dynamic differences between the original and Fitzenhagen‟s editions. 

Fitzenhagen makes the cello play the exchanged phrases louder than the original edition; these added or 

changed dynamic markings may have come from his experiences of performing the piece. By playing mf 
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instead of p, the solo cello can be heard better, when playing the theme in turn with the orchestra.  Here 

are the dynamic differences between two editions: 

 

[Table 2-2] The dynamic differences in variation II 

  

 Original Fitzenhagen’s 

Pickup to m. 70 p mf 

m. 72 None (diminuendo in the piano part) Crescendo 

Pickup to m. 74 None mf 

mm. 76-77 Crescendo to f None 

Pickup to m. 82 p mf 

mm. 83-85 None p crescendo to f 

Pickup to m. 86 p mf 

m. 89 Trill, f No trill, f diminuendo to p 

 

As noted before, after variation II, the original edition moves to the D minor variation after the 

solo cadenza, but Fitzenhagen‟s edition follows with the C major variation.  Variation III (variation VI in 

Fitzenhagen‟s edition), Andante, is in D minor. It is the only minor variation of the set. Fitzenhagen 

added extra one measure at the end, prolonging the last note for the dramatic effect.  

 

[Example 2.4] The original edition, var. III, Fitzenhagen‟s edition, var. VI 

 

 

 



45 
 

Also he changed or added numerous dynamic markings that do not exist in the original edition.   

 

[Example 2.5] The original edition, var. III56  

 

 

 Variation IV of the original edition, Allegro vivo, returns to A major and fragments of the theme 

alternate between the cello and orchestra vividly. Fitzenhagen merged variation IV with variation VIII, 

Allegro moderato con anima and used the result as his last variation. Also he exaggerated the dynamic 

contrasts, by replacing p with pp and f with ff in measures 145 and 179 (the fifth measure and thirty-

ninth of variation VII in Fitzenhagen‟s edition). 

 

[Example 2.6] The original edition, var. IV, Fitzenhagen‟s edition, var. VII 

 

 

                                                        
56 Markings inside the brackets are Fitzenhagen‟s.  
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The intensive and exciting variation IV is followed by variation V (variation IV in Fitzenhagen‟s 

edition), Andante grazioso. There are slight differences in the cello line between measure 196 and 198, 

213 and 216, and between 233 and 235. Fitzenhagen replaced the oscillating thirty-second notes with the 

sustained E for four beats. Also he added more notes to the cello line in measure 237. 

 

[Example 2.7] The original and Fitzenhagen‟s editions, var. V-1 

 

 

 After the long chromatic scales, Fitzenhagen changed the repeated thirty-second-note pattern in 

measures 206 and 225.  
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[Example 2.8] The original and Fitzenhagen‟s editions, var. V-2 

 

  

In variation VI (variation V in Fitzenhagen‟s), Allegro moderato, the theme is played by the 

orchestra with the solo cello‟s virtuosic accompaniment. The original and Fitzenhagen‟s edition are 

identical except for the transitional passage at the end. As noted before, the transitional passage of this 

variation is switched with one of variation II, so as to move on to the D minor variation, which is third in 

the original edition, and sixth in Fitzenhagen‟s edition.  

 Variation VII (variation III in Fitzenhagen‟s), Andante sostenuto, is in C major and the meter 

changes to ¾. It is also the longest variation of the set and can be divided into three sections (A-B-A'). 

Fitzenhagen added many dynamic markings, especially sets of crescendi and diminuendi in the first A 

section.  

 

[Example 2.9] The original edition, var. VII57  

 

                                                        
57 Markings inside the brackets are Fitzenhagen‟s. 
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After the extended A' section, variation VII leads quietly to a cadence in E major. Variation VIII, 

Allegro moderato con anima, goes back to the 2/4 meter, and starts with the solo cello alone. 

Fitzenhagen omitted this variation and used only the last part for a climactic ending. Even in the last part 

that is used in Fitzenhagen‟s edition, he altered the cello line in several places.  After the triplet 

arpeggios, Fitzenhagen give the cello sixteenth-note double-stops instead of single thirty-second-notes.    

 

[Example 2.10] The original edition, mm. 404-406 

 

 

In the original edition, the cello moves onto the arpeggiated chord sequences in measure 411 after three 

measures of half-note trills on A. However, in Fitzenhagen‟s edition, not only was one extra measure 

added there, making the cello play trills for four measures, but also the rhythms and the pitch were 

changed. Fitzenhagen divided two half notes into two quarter notes and four eighth notes, and the pitch 

moves up by half step to B flat, making the music more exhilarating.   
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[Example 2.11] The original edition, mm. 408-410 

 

 

In measure 411 in the original edition, the cello plays arpeggiated chords sequences, and Fitzenhagen 

changes them to scales and arpeggios in octaves, which are more challenging to the cellist.  

 

[Example 2.12] The original edition, mm. 411-414 

 

 

 



50 
 

In Fitzenhagen‟s edition, he inverted the oscillating scales between measure 415 and 420. Also, 

Fitzenhagen divided each accompanimental chord into two separate sixteenth notes in measures 421 and 

422. 

 

[Example 2.13] The original edition, mm. 415-422 

 

 

At the end, the cello plays the A major arpeggios in thirty-second-notes, dashing to the culmination. In 

the original, the cello drops down one octave in measure 424, but in Fitzenhagen‟s edition, the cello 

keeps going up. As a result, the downbeat of measure 425 becomes A6, one octave higher than the 

original. Fitzenhagen makes the ending more dramatic by inserting three accented eighth notes instead 

of just one chord in the original.  
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[Example 2.14] The original edition, mm. 423-426 

 

  

Fitzenhagen considered Variations on a Rococo theme, Op. 33 as his own piece. It was most 

likely commissioned by him, and most of the solo cello part (from the sixth measure of variation I) was 

written by him.58 Therefore, it is reasonable to think that he must have wanted to make the work more 

suitable for the instrument, and at the same time, more appealing to the audience. The cello was still not 

considered as a solo instrument at that time, thus there were not many cello concertos to show the 

instrument‟s potential.  The success of the premiere must have thrilled Fitzenhagen, who also felt some 

ownership of the work, due to his editorial work on the solo part. The audience‟s love for the D-minor 

variation emboldened him to move this later in the piece, according to David Brown. Making these 

changes without Tchaikovsky's permission is a very brazen and most would say irresponsible act.  

Since the solo cello part was written by Fitzenhagen, it is understandable he wanted to make 

changes in the solo cello part. In fact, the changes especially in the coda enabled the cellists to show off 

more technical abilities. However, unlike Boccherini‟s Concerto in B-flat Major and Chopin‟s 

Introduction and Polonaise Brillante, Op. 3, Tchaikovsky and Fitzenhagen were contemporaries, and he 

could have consulted the composer about those changes if he wanted to. His revision should have been 

limited to the cello part; making such drastic changes such as omitting and relocating variations without 

                                                        
58 Roland John Wiley, Tchaikovsky (Oxford: Oxford University Press, 2009), 143. 
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Tchaikovsky‟s knowledge is indefensible.   

 Today, Tchaikovsky‟s Variations on a Rococo theme, Op. 33 is still performed mostly in 

Fitzenhagen‟s edition. This is partly because it was hard to find the orchestral parts or a piano reduction 

of the original version of the work, until Peters published the original version in 2004. It is unfortunate 

that Tchaikovsky‟s original concept and ideas of the work have been disregarded for such a long time. 

Some eminent cellists have now recorded the work in its original form such as Steven Isserlis, Raphael 

Wallfisch, and Julian Lloyd Webber. It would be meaningful for cellists to be acquainted with and to 

study the neglected original edition, so they can understand the composer‟s true intention.  
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CHAPTER 3 

 

BOCCHERINI’S CONCERTO IN B-FLAT MAJOR, G. 482 

 

Background 

Luigi Boccherini‟s Cello Concerto in B-flat Major, G. 482 has occupied a major position in the 

cello repertoire since its publication in 1895. Until Joseph Haydn‟s Concerto in C Major was discovered 

in 1961, Boccherini‟s Concerto in B-flat Major and Haydn‟s Concerto in D Major were the only two 

classical cello concertos that were regularly performed.  Boccherini‟s Concerto in B-flat Major has been 

known only in the 1895 arrangement by Friedrich Grützmacher until Richard Sturzenegger published 

Boccherini‟s original version in 1949.59 

Grützmacher arranged numerous cello works, usually the music of composers who had been 

forgotten. Included among these are concertos by C. P. E. Bach and Luigi Boccherini, and a sonata by 

Francesco Geminiani. He succeeded in bringing about renewed interest in those works with his 

arrangement, but unfortunately his revisions depart significantly from the original versions. In various 

cases, he put together pieces from several other original compositions and edited them as if they 

appeared in their original form. Boccherini‟s Concerto in B-flat Major is one of those cases.   

Grützmacher took samples from other concertos by Boccherini and merged those samples with the 

original version. 60 Also, Grützmacher added two oboes to the orchestration that was originally for two 

horns and strings.   

As much as it is surprising that Grützmacher took liberties with Boccherini‟s concertos, it is also 

undeniable that he brought Boccherini back to the concert stage, since Grützmacher‟s version of 

Boccherini‟s Concerto in B-flat Major is the composer‟s most frequently performed concerto today.  

This treatise will discuss the differences between Boccherini‟s original and Grützmacher‟s 

editions, examine the sources Grützmacher took samples from, and speculate about the reasons behind 

his alterations.  

 

 

                                                        
59 Mary-Grace Scott, “Boccherini‟s B Flat Cello Concerto: A Reappraisal of the Sources,” Early Music, Vol. 12, No. 3 
(August 1984): 355. 
60 Edmund Sebastian Joseph van der Straeten, History of the Violoncello, the Viol Da Gamba, Their Precursors and 

Collateral Instruments; with Biographies of All the Most Eminent Players of Every Country (London: W. Reeves, 1971), 430, 
432.  
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Biography 

  

Luigi Boccherini (1743-1805) 

 Luigi Boccherini was a key figure in the development of the art of cello playing during the 

second half of the eighteenth century. He was born in Lucca, Italy, and had his first music lessons with 

his father who was a professional double bass player. By the age of nine he had progressed well enough 

to continue his studies with Abbé Vennucci, maestro di cappella of the cathedral in San Martino. Soon 

afterward, Boccherini went to Rome to receive further musical training and, during a period of intensive 

creativity in 1760 and 1761, Boccherini wrote his first significant compositions: the Trios op.1, the 

Quartets op.2 and the Duets op.3, all for strings.61 

Boccherini maintained his interest in the composition of string chamber music for the rest of his 

life. He wrote many works in which he treated the cello affectionately and provided a foundation for 

displaying the technical and musical possibilities of the instrument. In 1769, he was invited to Madrid on 

behalf of the Spanish ambassador in France. In Spain, he was employed by the Infante Don Luis and 

named as a Chamber Composer and Virtuoso. During the fifteen-year period in Madrid, Boccherini 

devoted himself exclusively to the writing of chamber music.62   

When the Infante Don Luis died in 1785, Boccherini became Court Kapellmeister of King 

Charles III of Spain. Two years later King Frederick William II of Prussia designated him as his 

chamber composer. King Frederic William II, who was also a talented cellist, gave him a considerable 

amount of money for his compositions and from then on Boccherini dedicated everything that he 

composed to him.63 In 1797 the King of Prussia died and Boccherini fell into financial difficulties. After 

losing two daughters from an epidemic in 1802, Boccherini entered the depression and died in 1805.64 

 Boccherini was one of the first members of the Italian school to give expression to the solo and 

virtuoso aspects of the cello through the building out of the thumb position into the soprano range. He 

also extended the playing of double stops as well as fast passages that require great technical ability in 

performance.65 Until Boccherini‟s time, the favorite manner of writing for cello was to use the treble clef 

                                                        
61 Christian Speck and Stanley Sadie, “Boccherini, Luigi,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 19, 2010). 
62 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 51. 
63 Wilhelm Joseph von Wasielewski and Isobella S. E. Stigand, The Violoncello and Its History (New York: Da Capo Press, 
1968), 65. 
64 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 53. 
65 Wilhelm Joseph von Wasielewski and Isobella S. E. Stigand, The Violoncello and Its History (New York: Da Capo Press, 
1968), 66. 
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(as with Mozart and Beethoven), indicating that notes sound an octave lower than written. By using five 

clefs (treble, soprano, alto, tenor and bass), Boccherini notated the music as it would sound.  

 

 Friedrich Wilhelm Grützmacher (1832-1903) 

 Friedrich Wilhelm Grützmacher was born in Dessau, Germany in 1832. His father, a musician in 

the ducal band, gave him his first music lessons. At an early age he showed interest in the cello and 

studied with Karl Dreschler, Dotzauer‟s former pupil. In 1848 he went to Leipzig where he became a 

solo cellist in the theatre orchestra, the Gewandhaus Concerts and professor at the Conservatoire as 

Bernhard Cossman‟s replacement.66  In 1860, Grützmacher went to Dresden where he attained the 

position of principal cellist of the Court Orchestra and in 1877 he was appointed to be a professor at the 

Dresden Conservatoire.   He remained at Dresden for over 40 years, making frequent tours in Europe 

and Russia as a soloist and chamber music player and becoming an esteemed and influential teacher. His 

students include Emil Hegar, Johann Klingenberg, Wilhelm Fitzenhagen and Hugo Becker.67  

 Grützmacher was known for a mastery of left hand technique, a delicate manner of expression, 

and great musicality. His repertoire was progressive in that he included his contemporary composers‟ 

works such as sonatas by Beethoven, Mendelssohn, Chopin and Grieg. Also, it was Grützmacher who 

gave the first performance of Richard Strauss‟s Don Quixote in Cologne in 1898.68  

Grützmacher was very prolific as a composer and as an arranger of the works of older composers. 

He contributed considerably to bringing about a renewed interest in the music of composers who had 

been forgotten, although he treated these pieces with little respect to the manuscripts. Grützmacher‟s 

compositions are not widely performed today, but his Twelve Etudes Op. 72 and Daily Exercises Op. 67 

are still used as teaching methods.69 

 

 

 

 

 

 

                                                        
66 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 71. 
67 Lynda MacGregor, “Grützmacher, Friedrich,” in Grove Music Online. Oxford Music Online, 
http://www.oxfordmusiconline.com (accessed May 19, 2010). 
68 Margaret Campbell, The Great Cellists (London: Gollancz, 1988), 72. 
69 Ibid., 73. 
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Comparison 

 

Text used for comparison 

Unfortunately, there is no autograph manuscript that remains of Boccherini‟s Concerto in B-flat 

Major, but Edition Reinhardt published a score that is based on the manuscript from Dresden. 

Sächsische Landesbibliothek in Dresden has the copy of a score that served Grützmacher, who lived in 

Dresden, as the basis for his edition. This Edition Reinhardt will be used as the original edition and the 

International Music Company edition as the performer‟s edition. Edition Reinhardt was edited by 

Richard Sturzenegger and the International Music Company edition was edited by Friedrich 

Grützmacher.  

 

First Movement  

In the original edition, the first movement is in sonata form without development, but Grützmacher 

added a middle section making it sonata form. The first movement in the original edition is 106 

measures long, and the first movement in Grützmacher‟s edition is 85 measures long. [Table 3-1] 

displays the overall structures of the two editions. 

 

[Table 3-1] The structures of the first movement in the original and Grützmacher‟s editions 

 

 Introduction A Transition A' Coda  

Original mm. 1-15 mm. 16-47 mm. 48-53 mm. 54-98 mm. 99-end   

 Introduction Exposition Transition Development Recapitulation Coda 

Grützmacher‟s mm. 1-5 mm. 6-31 mm. 32-39 mm. 40-53 mm. 54-80 mm.81-end  

 

 

As seen above, the original edition is longer than Grützmacher‟s edition by 21 measures because 

Grützmacher omitted many passages in this movement. Grützmacher abandoned Boccherini‟s 15-

measure introduction and rewrote it reducing the length to five measures. 
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[Example 3.1] Movement I, The original and Grützmacher‟s editions, introduction 
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Grützmacher also simplified the theme‟s rhythms slightly by tying over the beat.  

 

[Example 3.2] Movement I, The original edition, mm. 16-19,  
                  Grützmacher‟s edition, mm. 6-11 

 

 

From measure 24 to 25 Grützmacher replaced Boccherini‟s original passages with G minor scales.   

 

[Example 3.3] Movement I, The original edition, mm. 23-28, 
                        Grützmacher‟s edition, mm. 12-18  
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Grützmacher omitted measures 33 to 37, moving directly towards the climax.  

  

[Example 3.4] Movement I, The original edition, mm. 32-40, 
                        Grützmacher‟s edition, mm. 21-26 70  

 

  

In the original edition the orchestra‟s tutti transition remains in the same key B-flat major and moves 

straight to the A' section. However, in order to modulate to the newly created development section in D 

minor, Grützmacher rewrote the transition between the exposition and development sections using the 

same material he used in the introduction.   

 

 

 

 
 
 
                                                        
70 Measures inside the bracket are omitted in Grützmacher‟s edition.  
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[Example 3.5] Movement I, The original edition, mm. 47-55, 
                        Grützmacher‟s edition, mm. 32-40  

 

 

The newly inserted development section is actually a hybrid of two of Boccherini‟s other cello 

concertos. Grützmacher took from measures 87 to 94 in the first movement of Boccherini‟s Concerto in 

C Major, G. 477, and used this material for the first part of the development section. 
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[Example 3.6] Movement I, Grützmacher‟s edition, mm. 39-43, 
                        Boccherini concerto, G. 477, Movement I 

 

 

Grützmacher borrowed the arpeggios in the second half of the development from the first movement of 

Boccherini‟s Concerto in D Major, G. 478.   

 

[Example 3.7] Movement I, The original edition, mm. 54-79, 
                        Grützmacher‟s edition, mm. 54-62 
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 In the original edition, after the first theme is played once at the beginning of the A' section, the 

music soon modulates to G minor and then to F major, and the cello plays virtuosic sequential passages. 

On the other hand, in Grützmacher‟s edition, the exposition is repeated until the third beat of measure 61, 

and then the cello plays C minor scales moving towards the second theme.   

 

[Example 3.8] Movement I, The original edition, mm. 54-79, 
                        Grützmacher‟s edition, mm. 65-7271 

 

                                                        
71 Measures inside the bracket are omitted in Grützmacher‟s edition.  
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In the original edition, the second theme, which was played in F major in the A section, starts in measure 

78 in B-flat major. As he did in the A section, Grützmacher again cut out measures 84 to 88 from the 

original edition and moved to the imperfect authentic cadence, which is in measure 72 in his edition.  

 

[Example 3.9] Movement I, The original edition, mm. 78-91,  
                        Grützmacher‟s edition, mm. 65-7272  

 

 

 

                                                        
72 Measures inside the bracket are omitted in Grützmacher‟s edition.  
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It should be noted that Grützmacher wrote a cadenza for the movement, replacing Boccherini‟s 

cadenza with his. However, adding a cadenza should not be considered as an alteration, since cadenzas 

are meant to be improvised by the soloists.  Raphael Wallfisch and Yo-Yo Ma, who made recordings of 

the Boccherini Concerto in B-flat Major from the original edition, played their own cadenzas, not 

Boccherini‟s original. Therefore, it is unnecessary to compare the original cadenza with Grützmacher‟s.   

 

Second movement 

Grützmacher did not just revise the second movement; rather he replaced it with the respective 

movement of another cello concerto, Boccherini‟s Concerto in G Major, G. 480. Since the second 

movements of the original and Grützmacher‟s editions are completely different, the author will compare 

Grützmacher‟s second movement with that of Boccherini‟s Concerto in G Major, G. 480, determine 

what changes Grützmacher made, and figure out why he chose to replace the original second movement. 

The original second movement, Andantino grazioso, is in E-flat major. The character of this 

movement is pastoral and serene. It is in ternary form (A-B-A'), and the A section starts with the 

orchestra playing the theme in sotto voce. Interestingly, the solo cello does not play until the B section.  

 

[Example 3.10] Movement II, The original edition, mm. 1-22 

 

 

After the perfect authentic cadence in measure 21, the solo cello starts the B section. The key changes to 

B-flat major after the half cadence in measure 29, and to C minor in measure 47, and then returns to E-
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flat major in measure 52.  

 

[Example 3.11] Movement II, The original edition, mm. 23-59 
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In the A' section, the cello elaborates the theme and, after a short cadenza, the movement ends in the 

same manner as the A section.   

 

[Example 3.12] Movement II, The original edition, mm. 60-73 

 

 

As mentioned before, Grützmacher abandoned the original second movement and borrowed one from 

another Boccherini concerto, the Concerto in G major, G. 480. He also made some changes in this 

movement. First of all, Grützmacher added a two-measure orchestral introduction at the beginning, 

where the orchestra plays descending scales to set the mood for the soloist.  

 

[Example 3.13] Movement II, Grützmacher‟s edition, mm. 1-3, 
                          Boccherini concerto, G. 480, mm. 1-2 
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Grützmacher continued the sequential pattern one and a half measures longer than the original version, 

creating more tension. Also, Grützmacher not only added a short cadenza, but also extended the ending 

by using a fragment of the theme to make it more dramatic.   

 

[Example 3.14] Movement II, Boccherini concerto, G. 480, mm. 14-21, 
                          Grützmacher‟s edition, mm. 16-27 

 

 

The character of the second movement in each edition is quite different. While the original 

second movement is peaceful and calm, Grützmacher‟s second movement is gloomy and sorrowful. 

Another important fact is that, in the original second movement, the solo cello does not play all of the 

themes, while in Grützmacher‟s second movement, the cello plays every theme. The reason 

Grützmacher took the movement from Boccherini‟s other concerto and used it for the Concerto in B-flat 
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Major, G. 482 is probably that he wanted to have a movement in a minor key in order to create contrast 

between movements. The movement in G minor, which is the relative minor of B-flat major, might have 

seemed like a good choice to him.  

 

Third movement 

 The third movement in the original edition, Rondo Allegro, is in the sonata-rondo form, 

consisting of seven sections (Introduction-A-B-A-C-B'-A). Typical sonata-rondos follow an A-B-A-C-

A-B'-A plan, but with the third statement of A being omitted, it still can be considered as a sonata-

rondo.73   

 

[Table 3-2] The structure of the third movement in the original edition 

 

Introduction A B A C B' A(coda) 

mm. 1-13 mm. 14-31 mm. 32-39 mm. 40-55 mm. 56-133 mm. 134-143 mm. 144-end 

 

Grützmacher made this sonata-rondo movement more straightforward by adding the expected third 

statement of A section that is omitted in the original edition.  

 

[Table 3-3] The structure of the third movement in Grützmacher‟s edition 

 

Introduction A B A C A B' A(coda) 

mm. 1-2 
mm. 3-

18 

mm. 19-

30 

mm. 31-

38 

mm. 39-

113 

mm. 

114-129 

mm. 

130-163 

mm. 164-

end 

 

 Grützmacher cut off the 13-measure introduction in the original and rewrote a fanfare-like two-

measure introduction. In the original edition, the joyful and cheery theme is introduced by the solo cello, 

and after the orchestral bridge between measure 21 and 23, the cello resumes playing the theme. 

Grützmacher omits the bridge and has the solo cello and orchestra play the theme in turn. Thus, the 

section becomes more like a conversation between the solo cello and the orchestra.  

                                                        
73 Don Michael Randel, The Harvard Dictionary of Music (Cambridge, Mass: Belknap Press of Harvard 
 University Press, 2003), 742. 
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[Example 3.15] Movement III, The original edition, mm. 1-19, 
                          Grützmacher‟s edition, mm. 1-11 
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The B section in the original edition stays in the same key, B-flat major, whereas it starts off in G minor 

in Grützmacher‟s edition.  

 
[Example 3.16] Movement III, The original edition, mm. 32-37, 
                          Grützmacher‟s edition, mm. 18-23 

 

 

The second statement of the A section in the original edition is played only by the solo cello, but in 

Grützmacher‟s edition the solo cello and the orchestra play it in turn. Also, the A section is eight 

measures longer in the original edition than in Grützmacher‟s. This is because in the original edition, the 

theme is transformed into different rhythms and played once more by the solo cello, while Grützmacher 

moves on to the C section after the first eight-measure phrase.   
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[Example 3.17] Movement III, The original edition, mm. 38-56, 
                          Grützmacher‟s edition, mm. 29-4074  

 

 

The C section in the original edition starts with the graceful yet light melody, followed by intense triplet 

sequences played by the orchestra after the transition. The triplet sequence section starts in E-flat major 

and continues to modulate. At the end of oscillating sixteenth-note passages, which modulate to G minor, 

there is a big cadence in G minor in measure 105. After the cadence, the mood changes, and the solo 

cello sings dolefully in poco tranquillo.     

                                                        
74 Measures in the brackets are omitted in Grützmacher‟s edition. 
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[Example 3.18] Movement III, The original edition, mm. 53-117 

 

 

Grützmacher modified the C section drastically. He changed the last part of the theme, modulating to D-

flat major. Also Grützmacher removed the transition, and added new passages where the solo cello sings 

long, lyrical melodies.  

 
[Example 3.19] Movement III, The original edition, mm. 68-71, 
                          Grützmacher‟s edition, mm. 52-70 
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In Grützmacher‟s edition, the triplet sequences start in G minor at measure 71. He repeats the harmonic 

sequences only twice and moves onto the next sequential pattern, while the original edition repeats the 

sequence three times before moving on.  

 

[Example 3.20] Movement III, Grützmacher‟s edition, mm. 71-80 

 

 

Grützmacher altered the next part: he modified the sequential pattern, omitted the sixteenth-note 

oscillating passages, and replaced the poco tranquillo with new passages. 

 

[Example 3.21] Movement III, Grützmacher‟s edition, mm. 76-101 

 

 

Grützmacher elevates the music to the highest point in measure 84, ending on a F-sharp diminished 

seventh chord. The new passage starts in G minor with the solo cello playing tenth leaps. This added 

section between measure 85 and 96 is actually borrowed from the third movement of Boccherini‟s 

Concerto in C Major, G. 477.  
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[Example 3.22] Movement III, Boccherini concerto, G. 477 

 

 

In the original edition, which lacks the third statement of the A section, the C section connects to the B' 

section.  After the half cadence in measure 143 the last A section, or coda, continues. This time, the 

orchestra plays the theme first, and then the solo cello plays it in different rhythms.  

 

[Example 3.23] Movement III, The original edition, mm. 133-158 
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Grützmacher inserted the third statement of the A section that is omitted in the original edition. Also, in 

his edition, the theme is always introduced by the solo cello first and then by the orchestra, and it always 

comes back using the same rhythms.   

 

[Example 3.24] Movement III, Grützmacher‟s edition, mm. 161-172 

 

 

In the original edition, Boccherini uses the materials from the C section, moving onto the second poco 

tranquillo, which is followed by the cadenza. In Grützmacher‟s edition the cello goes straight to the 

cadenza, which is written by him, after the theme played by the orchestra. 
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[Example 3.25] Movement III, The original edition, mm. 158-177, 
                          Grützmacher‟s edition, mm. 173-181 

 

 

After the cadenza, the orchestra plays the ending alone in both editions.  Grützmacher‟s orchestral tutti 

ending simply uses the fragment of the theme in dotted rhythms, but the original edition‟s ending is 

more elaborate and melodic.  

 

[Example 3.26] Movement III, The original edition, mm. 177-188, 
                          Grützmacher‟s edition, mm. 182-190 
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Boccherini was one of the most important figures in the history of the cello and his contribution 

to the art of cello playing is immeasurable. He made it possible for cello to play the highest range with 

the thumb position and also remarkably extended the playing of double stops.75 Boccherini expanded 

horizons for the cello and demonstrated its potential as a solo instrument; there is no doubt that 

Boccherini was the master of the cello in his era. Therefore, Grützmacher‟s severe alteration of 

Boccherini‟s Concerto in B-flat Major, G. 482 is presumably not because it was poorly written for the 

instrument.  

After Richard Sturzenegger published the original edition in 1949, Grützmacher‟s edition was 

considered a vandalized version. 76  It is certainly disrespectful that Grützmacher tampered with 

Boccherini‟s original themes and ideas. However, it was Grützmacher who made the forgotten Concerto 

in B-flat Major, G. 482 into standard repertoire and brought it back to the concert stage. Why did 

Grützmacher have to make such drastic changes to the piece? Evidently, it was not Grützmacher‟s 

intention to replace Boccherini‟s original version with his edition. Mary-Grace Scott wrote, “the 

manuscript of this „original‟ version is not a late 18th-century copy, but a late 19th-century one in 

Friedrich Grützmacher‟s own hand” 77  According to her article, Grützmacher made a copy of 

Boccherini‟s Concerto in B-flat Major, G. 482 from another copy possessed by Professor Hegenbarth in 

Prague. However, the Hegenbarth copy has disappeared and the manuscript that Sturzenegger used as a 

source for the original version is actually Grützmacher‟s. Also, Grützmacher‟s copy is the only surviving 

manuscript of the work in the concerto form. 78  So we are in Grützmacher‟s debt, both for the 

popularization of this concerto in his own arrangement and for the preservation of the original version.  

Judging from all the circumstances, the only explanation for the discrepancy between the two 

versions is that Grützmacher altered the original drastically because he simply wanted to make it a more 

popular concerto for cello. Grützmacher published his version of this concerto in 1895, almost a hundred 

years after Boccherini‟s time. During the nineteenth century, the cello went through a lot of 

modifications, and was physically ready to be a solo instrument. However, most of the composers did 

not keep up with its development, so they were still reluctant to write solo works for the cello. When 

Grützmacher got hold of the manuscripts of Boccherini‟s Concerto in B-flat Major, G. 482, he might 

                                                        
75 Wilhelm Joseph von Wasielewski and Isobella S. E. Stigand, The Violoncello and Its History (New York: Da Capo Press, 
1968), 66-67. 
76 Mary-Grace Scott, “Boccherini‟s B Flat Cello Concerto: A Reappraisal of the Sources,” Early Music,  
Vol. 12, No. 3 (August 1984): 355. 
77 Ibid., 355. 
78 Ibid., 356. 
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have felt sorry that the work written by the virtuosic cellist had been neglected, and decided to modify 

the work so as to make it more accessible. As a result, Boccherini‟s Concerto in B-flat major, G. 482 was 

published in Grützmacher‟s edition, which is a combination of Boccherini‟s concertos and 

Grützmacher‟s own composition.  

Grützmacher‟s changes fall into two categories: simplifying and romanticizing. First, 

Grützmacher simplified the work by shortening the long introductions, homogenizing the transformed 

themes, and inserting the extra A section of the sonata-rondo form. Also, Grützmacher attempted to 

make the work more suitable for his time — the romantic era. Grützmacher added a development 

section, which he took from Boccherini‟s other concerto, into the first movement in order to make it 

more typical. Also he replaced the second movement with Boccherini‟s second movement from another 

concerto, which is slower and in a minor key, as it was a more natural combination for the romantic 

concerto. 

It is evident that Boccherini‟s original version has gained more popularity than Grützmacher‟s 

edition in current times. However, Grützmacher‟s edition should not be regarded as ignorant vandalism, 

but as the attempt of a cellist who tried to expand the limited solo cello repertoire.  
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CONCLUSION 

  

During the eighteenth and nineteenth centuries, the cello went through many modifications and 

emerged as a virtuosic solo instrument. The development of the instrument enabled cellists to perform in 

a virtuosic style and to discover new sound and color possibilities on the cello. Unfortunately, 

composers may still have been reluctant to write solo works for the cello, even though cellists were 

eager for new repertoire that could show off the instrument‟s technical and sonic abilities. Performers in 

the nineteenth and twentieth centuries took matters into their own hands and chose to enhance the works 

that were available to them.  

 Chopin‟s Introduction and Polonaise Brillante, Op. 3, Tchaikovsky‟s Variations on a Rococo 

theme, Op. 33, and Boccherini‟s Concerto in B-flat Major, G. 482 are three examples that show cellists‟ 

desire to expand the limited solo repertoire of the era. Brilliant cellists chose to arrange these works in 

different ways in an attempt to expand the availability of virtuosic works for the instrument. Emmanuel 

Feuermann and Maurice Gendron enhanced Chopin‟s Introduction and Polonaise Brillante, Op. 3 with 

the addition of many virtuosic materials to the cello part. Wilhelm Fitzenhagen developed upon 

Tchaikovsky‟s Variations on a Rococo theme, Op. 33 by omitting a variation and relocating others in 

order to maximize the effect of the piece on the audience. Lastly, Friedrich Grützmacher combined the 

original Boccherini‟s Concerto in B-flat Major with Boccherini‟s other concertos and Grützmacher‟s 

own composition to make it more accessible. Although each arrangement certainly contributed to the 

expansion of cello repertoire, the arrangements provoke criticism regarding the authenticity of the 

composers‟ intentions and creation in comparison with the authenticity of the arrangements created by 

the virtuosic cellists of the era. 

This treatise has examined the original and performers‟ versions of three standard cello 

repertoires by measure-to-measure comparison, in order from least to most altered work. Both the 

original and arranged versions of each work have their own merits and the decision of which version to 

perform should be made by each individual performer based on their needs and preferences. The 

purpose of this study is not to judge which version is superior, but to provide performing cellists a clear 

view on the differences between each version and help them become better acquainted with both the 

original compositions and the arrangements. 
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