BRAHMS

Trio
fur Violine, Violoncello und Klavier

nach dem Sextett in G op. 36
bearbeitet von Theodor Kirchner

Trio
for Violin, Violoncello and Piano

after the Sextet in G major op. 36
arranged by Theodor Kirchner

Urtext
Herausgegeben von / Edited by
Emanuel Signer

Barenreiter Kassel - Basel - London - New York - Praha
BA09440



INHALT /CONTENTS

EinfGhrung. ... III

INtroduction . . ... oot IX

Trio nach dem Sextett Op. 36

Allegro NON trOPPO. . ..ottt 2
Scherzo. Allegro non troppo — Presto giocoso ................... 22
Poco Adagio............. 35
Poco Allegro. ... 42
Critical Report . ... ... o 56

Gefordert durch den / Supported by the
Kulturfonds der VG Musikedition

VG MUSIKEDITION

Auffithrungsdauer / Duration: ca. 36 min.

© 2026 by Bérenreiter-Verlag Karl Votterle GmbH & Co. KG
Heinrich-Schiitz-Allee 35-37, 34131 Kassel, Germany, info@baerenreiter.com
Alle Rechte vorbehalten / All rights reserved / Printed in Germany
Vervielféltigungen jeglicher Art sind gesetzlich verboten.
Any unauthorized reproduction is prohibited by law.
ISMN 979-0-006-57489-6 (print) - ISMN 979-0-006-59930-1 (digital)



EINFUHRUNG

BRAHMS UND KIRCHNER

Theodor Kirchner (1823-1903) und Johannes Brahms ver-
band eine jahrzehntelange Freundschaft, die von grofier ge-
genseitiger Wertschatzung gepragt war. Brahms hatte eine
hohe Meinung von den Kompositionen und Arrangements
seines Freundes und bat ihn und dessen Verleger verschie-
dentlich, ihm Exemplare neu veroffentlichter Werke zukom-
men zu lassen! Umgekehrt bewunderte Kirchner Brahms
und sein Schaffen sehr und wurde bereits wahrend seiner
Zeit in der Schweiz (1843-1872) zu einer zentralen Figur der
dortigen Brahms-Rezeption.?

Die beiden Komponisten hatten sich nicht — wie Max Kal-
beck folgend héufig behauptet wird® — bereits im Mai 1856
beim Niederrheinischen Musikfest in Diisseldorf person-
lich kennengelernt, sondern erst neun Jahre spétergym Juni
1865 in Baden-Baden. Kirchner war eige ist,

am 16. Juni 1865 in Basel einzuladen, b
part tibernahm.* Brahms kam dieser Einl} @ ufser-
dem spieltgs auskonzert 8 Dirigenten des

14. Juni sowie in einem

1cht nur fur Kirchner
al
nicht

Arrangeur ein. Dies war
iellen Unterstiitzung, ob-

1 Vgl beispielsweise Brahms’ Brief an Jakob Melchior Rieter-Bieder-
mann vom 2. April 1859, in Johannes Brahms im Briefwechsel mit Breitkopf &
Hiirtel, Bartolf Senff, ]. Rieter-Biedermann, C. F. Peters, E. W. Fritzsch und Ro-
bert Lienau, hrsg. von Wilhelm Altmann, in der Reihe Johannes Brahms Brief-
wechsel 14, Berlin 1920, S. 31f.

2 Kirchner setzte sich fiir Auffiihrungen von Brahms” Werken in der
Schweiz ein, darunter jene des Sextetts Nr. 1 op. 18 in Ziirich am 20.
Januar 1863 oder die offentliche Erstauffithrung des 2. Sextetts op. 36
ebenda am 20. November 1866. Sieche Werner G. Zimmermann, Brahms in
der Schweiz. Eine Dokumentation, Ziirich 1983, S. 13ff.

3 Max Kalbeck, Johannes Brahms 1, Wien/Leipzig 1904, S. 283. Schon Ar-
nold Niggli, auf den Kalbeck dort verweist, gab jedoch 1865 als Jahr des
personlichen Kennenlernens an; vgl. Theodor Kirchner. Ein biographisch-
kritischer Essay, Leipzig/Ziirich 1888. Siehe auch Peter Clive, Brahms and
His World. A Biographical Dictionary, Lanham 2006, S. 258.

4 ,in meinen Tonen spreche ich’. Fiir Johannes Brahms 1833-1897, Ausstel-
lungskatalog, hrsg. von Otto Biba u. a., Hamburg 1997, S. 212.

5 Renate und Kurt Hofmann, Johannes Brahms als Pianist und Dirigent.
Chronologie seines Wirkens als Interpret, in der Reihe Verdffentlichungen des
Archivs der Gesellschaft der Musikfreunde in Wien 6, Tutzing 2006, S. 82.

wohl Bearbeitungen fiir Kirchner tatsachlich eine wichtige
Einnahmequelle darstellten® — Brahms schitzte ihnsehr als
Arrangeur, vor allem auch seiner eigenen Kompositionen.

ARRANGEMENTS IN BRAHMS’ SCHAFFEN

Arrangements fiir verschiedene Besetzungen mit einem oder
zwei Klavieren spielten eine zentrale Rolle im Musikleben
des 19. Jahrhunderts. Sie ermdglichten Ko isten und

Verlegern eine grofiere Vsbr ng i e und dien-

ten verschiedenen Zwecken: e a zahlrei-

che Arrangements /g %\ rhxQeligghder zwei Kla-
nd@mi

viere eigene ens fiinf von Werken

and ist i Studium und Auffithrungen
2sqibesclktei@Verke im privaten Rahmen erlaubten. Fer-
r erg@ellte®er Klavierausziig§iei und Chor-

e und Transkriptioneg fii

sonders wichtig w

wollte, ,,da ich

ner jemanden andg
3 Liebhabereien

fir den d

aber vertrauensvoller: ,,Wollte Kirch-

) 4 mains setzen, so wdre mir das eine

eude und eine Auszeichnung.”“!!

Brahms hatte durchaus Anspriiche bei der Wahl der Be-
arbeiter seiner Werke fiir Klavierbesetzungen und genierte
sich nicht, diesbeziiglich Einfluss auf seine Verleger zu neh-
men. Neben Theodor Kirchner, von dem zeit seines Lebens
38 Arrangements von Brahms’ Werken erschienen, gehor-

6 Reinhold Sietz, Theodor Kirchner. Ein Klaviermeister der deutschen Ro-
mantik, in der Reihe Studien zur Musikgeschichte des 19. Jahrhunderts 21, Re-
gensburg 1970, S. 52.

7 Valerie Woodring Goertzen, ,,As Arranger”, in Brahms in Context, hrsg.
von Natasha Loges und Katy Hamilton, Cambridge 2019, S. 98-113.

8 Siehe Thomas Christensen, ,Four-Hand Piano Transcription and Geo-
graphies of Nineteenth-Century Musical Reception”, in Journal of the Ame-
rican Musicological Society 52:2 (Sommer 1999), S. 255-298.

9 So bot er sein Sextett op. 18 seinem Verleger Simrock 1861 etwa nicht
nur in Stimmen, sondern auch ,mit einem guten 4 hand. Arrangement
von mir” an und erlduterte einige Monate spater: ,Ob Sie vom Sextett eine
Partitur [veroffentlichen] wollen, iiberlasse ich ganz Ihnen [...] Notig ist
es nicht, da der 4 hdndige Auszug sie einigermafen ersetzt.” Briefe vom
1. Januar 1861 und vom Juli 1861 an Peter Joseph Simrock, in Johannes
Brahms. Briefe an P. ]. Simrock und Fritz Simrock 1, hrsg. von Max Kalbeck,
in der Reihe Johannes Brahms Briefwechsel 9, Berlin 1917, S. 30 und 34.

10 Brief vom 20. Juli 1870 an Rieter-Biedermann, in Briefwechsel 14 (s. Fu3-
note 1), S. 189.

11 Brief vom 6. Oktober 1875 an Rieter-Biedermann, ebd. S. 252f.
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Klaviertrio erschienen® und nur Monate spéter, im Dezem-
ber 1882, Brahms’ Klaviertrio in C-Dur op. 87. Vielleicht
versuchte der Verleger, mit den Arrangements an einen er-
hofften oder vielleicht bereits spiirbaren Erfolg dieses ori-
ginalen Brahms-Trios anzuschliefen? Und womdglich bot
sich Kirchner als Arrangeur auch wegen der Qualitat seiner
Originalwerke an, zumal Simrock sicherlich bewusst war,
dass dieser fiir solche Auftrage meist Brahms’ Zustimmung
genoss?

Simrocks Anfrage erreichte Kirchner einige Monate vor
dessen Umzug im Sommer 1883 von Leipzig nach Dresden.
Ob Kirchner — wie z.B. bei den Hiindel-Variationen op. 24 —
mit Brahms {iber die Bearbeitung korrespondierte, ist nicht
bekannt. Jedenfalls hat Brahms Kirchners Manuskript eines
oder beider Trio-Arrangements erhalten und dieses , ein[em]
Freund” gezeigt, der ihn auf ,einige unviolinmaéssige Griffe
aufmerksam” machte, bevor er es an Keller als Lektor wei-
tergab.?” Eindeutig war Brahms mit dem Arrangement zu-
frieden, denn am 13. Marz 1883 schrieb er an Simrock: ,Die
Trios machen mir auflerordentliches Plasier! Habe‘Sie die
Idee gehabt, so gratuliere ich, aber Kirchper N4t gie a

rung, daff Du nicht ganz unbefriedigt il

tung Deings oder op. 36?

e bilden die Takte 7—14
I das Seitenthema solo vor-

24 Dabei handelt es sich um die 12 Novelletten op. 59 (1881) und die 15 Kin-
dertrios op. 58 (1882; Fritz Simrocks Tochter Else gewidmet). An Original-
kompositionen waren ferner bereits die Serenade Ein Gedenkblatt op. 15
(Winterthur: Rieter-Biedermann, 1874) und die Serenade o. Op. (Bearbei-
tung seiner Klavierfantasie op. 36 Nr. 1; Leipzig: Hofmeister, 1879) erschie-
nen; spater folgten die Bunten Blitter op. 83 (Leipzig: Hofmeister, 1886)
und die 2 Terzette op. 97 (Leipzig: Hofmeister, 1904). In den spiteren
1880er Jahren veroffentlichte Kirchner zudem zwei weitere Bande mit
Bearbeitungen fiir Klaviertrio, namlich von Schumanns op. 56 als Clavier-
stiicke in canonischer Form. Freie Bearbeitung (Leipzig: Hofmeister, ca. 1885)
und eine Sammlung von zehn Klavierstiicken Schumanns (Leipzig: Hof-
meister, 1888).

25 Johannes Brahms. Briefe an P.]. Simrock und Fritz Simrock 3, hrsg. von
Max Kalbeck, in der Reihe Johannes Brahms Briefwechsel 11, Berlin 1919,
S. 19.

26 Brief vom 13. Mérz 1883 an Fritz Simrock, Briefwechsel 11 (s. Fuf3-
note 25), S. 18f.

27 Brief vom 16. Médrz 1883 an Brahms, zitiert nach Reinhold Sietz, ,Johan-
nes Brahms und Theodor Kirchner. Mit ungedruckten Briefen Th. Kirch-
ners” (s. Fuinote 18), S. 400.

den.
G e chN@Kizagn
usielisg@e Material ,pianistisch’ zy gestalten: Er an-
rte Nlgen®ind fiigte dynamN@&he Ang beln, cresc.)
. : amy
i kalische Idee durchgglig ) an
: i keiten des il si
o sein scheinst. A i ich S
h erfh sie damit den Ausd
i C Strukturunterstiitzen, o¥
omogenere¥ Ausdrucgwe n in
- e
n

tragt. Dabei ging Kirchner mit jener Flexibilitat und Frei-
heit vor, die Brahms fiir derlei Arrangements fiir notwendig
hielt. Die beiden Trio-Streicherstimmen entsprechen zwar
vorwiegend den hoheren bzw. tieferen Streichern der Vor-
lage; sind aber oft derart umgestaltet, dass sie keine der
Sextettstimmen wortlich {ibernehmen. In den Klavierpart
flossen, kompositorisch abgewandelt, alle sechs Stimmen
ein: Insbesondere in polyphonen Passagen werden bei rasch
folgenden Einsdtzen Motive verkiirzt und verdichtet; in ge-
trageneren Abschnitten erscheinen die Stimmen gar inein-
ander verschachtelt.®® Durch diese Vorgehensweise dndert
sich manchmal sogar die musikalische Substanz. Beispiels-
weise wird im III. Satz (Poco) Adagio, T. 80, die Stimme der
Viola I in der linken Hand des Klaviers so a dert, dass

mit iibergebundenen Vorpaltsghten ( ote) die Se-
quenzfolge eine stdrkere ha o n{rhalt als in
der Vorlage, in der gg enf@ach aufgelost wer-

' das in das Klavier iibernom-

e Artikulationsbezeichnu t die musi-

en Moglich-

aiors artikul

mente mehrerer,
men kompigie
fiir sein Arrangement verwen-

uckten Partitur des Sextetts noch einige Stichfehler gebe,?
was nahelegt, dass er mit einem Exemplar derselben arbeitete.
Ein Vergleich des Notentexts von Sextett und Trio gibt keine
definitive Antwort auf diese Frage, da sich Kirchner Eingriffe
erlaubte, die deutlich substanzieller als die in den Quel-
len des Sextetts auftretenden Lesartenunterschiede sind.*
Jedenfalls sind Anderungen, die Brahms in seinem Han-
dexemplar des Sextetts gemacht hatte, in der Triofassung
nicht erkennbar, sodass er diese Kirchner entweder im Vor-
feld nicht mitgeteilt hatte oder aber erst nach 1883 vornahm.

Fiir zeitnahe offentliche Auffithrungen der Klaviertrio-
Arrangements von Brahms’ op. 18 und op. 36 gibt es keine
Belege.

28 Zum Beispiel III. Satz, T. 37-52, und I. Satz, T. 135-154; siehe hierzu
auch Reinhold Sietz, Theodor Kirchner (s. Fuinote 6), S. 136.

29 Brief vom 16. Mérz 1883 an Brahms, zitiert nach Reinhold Sietz, ,Jo-
hannes Brahms und Theodor Kirchner. Mit ungedruckten Briefen Th.
Kirchners” (s. Fufinote 18), S. 400.

30 Siehe den Critical Commentary in Johannes Brahms, Sextett in G fiir
2 Violinen, 2 Violen und 2 Violoncelli, hrsg. von Christopher Hogwood, Kas-
sel: Barenreiter, 2011 (TP00420), S. 70-77.



ZUR EDITION

Die vorliegende Ausgabe stiitzt sich auf den 1883 beim Ver-
lag Simrock in Berlin erschienenen Erstdruck der Klavier-
trio-Bearbeitung (Quellen E, Ep; siehe Critical Report), der
nach Einschatzung Kirchners weitgehend fehlerfrei ist: ,Du
hast Dir die Correctur sehr genau angesehen, wie es scheint,
und es wird mir schwer, noch Stichfehler zu entdecken.
In der Partitur [des Streichsextetts] sind es mehr! Na, die
Dummen miissen in 100 Jahren auch noch einen SpafS ha-
ben.”?! Aufgrund der Verlésslichkeit des Erstdrucks und der
weitreichenden Freiheiten, die sich der Arrangeur nahm,
wurden die Quellen des Streichsextetts fiir die vorliegende
Ausgabe nur ausnahmsweise herangezogen (siehe Critical
Notes). In Zweifelsfillen erlaubte der Vergleich mit analogen
Stellen innerhalb der Kirchnerschen Bearbeitung eine infor-
mierte Entscheidung.

Von Kirchners Stichvorlage der Klavierpartitur sind nur
die Takte 1—76 des III. Satzes Poco Adagio (Quelle S, ) tiber-

liefert. Sie bestatigen aber, dass — wie bei Sgprock

gendssischen Verlagen tiblich — die o it\ru
L(
por PP

tli
mmen

beiden Streicherstimmen von
Stichvorlagen gestochen wurd
nicht, wie heute tiblich, aus de

st an die Grundsidtze heutiger
ben {iber die Taktmitte synkopierte
firzungen (z. B. espr), zumal diese in allen
Fallen eindeutig waren.

DANK

Gedankt sei folgenden Personen und Institutionen fiir ihre
Unterstiitzung bei der Konsultation der relevanten Quellen:
Stefan Weymar und der Bibliothek des Brahms-Instituts an
der Musikhochschule Liibeck, Paul Allen Sommerfeld und
der Music Division der Library of Congress, Washington D.C.,
der Musiksammlung der Osterreichischen Nationalbiblio-
thek und dem Archiv der Gesellschaft der Musikfreunde,

31 Brief vom 16. Méarz 1883 an Brahms, zitiert nach Reinhold Sietz, , Johan-
nes Brahms und Theodor Kirchner. Mit ungedruckten Briefen Th. Kirch-
ners” (s. Fuinote 18), S. 400.
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Emanuel Signer
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ZUR AUFFUHRUNGSPRAXIS*

Wann und wo Kirchners Bearbeitung von op. 36 (oder auch
seiner Fassung von op. 18) erstmals offentlich aufgefiihrt
wurde, ist nicht bekannt. Fiir den
Interpreten ist eggiedgkh wi sigll klarzumachen, mit
welch unterschieH f sb@ingungen und Pro-
N h eine Zeitgenossen bei
ihrer Werke zu rechnen hat-

ernen Horer und

grammko
der a

B verlangte nach ein
as Joachim allerdinggd

auf dem Programm. Brahms’ Klaviertrio op. 87,
im selben Jahr veroffentlichte wie Kirchners
zwei Sextett-Bearbeitungen, wurde von Brahms 1882 in einer
halboffentlichen Matinee in der Villa Wagner in Altaussee
bei Bad Ischl erstmals aufgefiihrt; es erklang zunachst die
Rhapsodie op. 79 und nach dem Trio das Streichquintett
op. 88. Bei der ersten offentlichen Auffithrung, die spater im
Jahr im Frankfurter Saalbau stattfand, standen die Werke
op. 88 und 87 gemeinsam auf dem Programm und bildeten
den Rahmen fiir Beethovens Streichquartett op. 18, Nr. 3 -
das Programmbheft enthélt die Angabe, dass Brahms einen
Steinway-Fliigel spielte.

Waihrend tiber Kirchners Geschmack in Hinblick auf Kla-
viere kaum etwas bekannt ist, sind die speziellen Eigen-
schaften der von Brahms favorisierten Instrumente in letzter
Zeit Gegenstand mehrerer Untersuchungen gewesen.* Ubli-

32 Dieser Text zur Auffiihrungspraxis wurde von Christopher Hogwood
fiir seine Ausgabe der Triofassung des Sextetts op. 18 verfasst und hier
mit geringfiigigen Anderungen ubernommen. Siehe Johannes Brahms,
Trio fiir Violine, Violoncello und Klavier nach dem Sextett in B op. 18 bearbeitet
von Theodor Kirchner, hrsg. von Christopher Hogwood, Kassel: Barenreiter,
2014 (BAog441), S. XII-XV.

33 Vgl. beispielsweise Jon Finson, ,Performing practice in the late nine-
teenth century, with special reference to the music of Brahms”, in The



cherweise betont man, dass geradseitig bezogene (in der Art
derer der Firma Streichers) den Mittelstimmen grofiere Klar-
heit verschaffen, einen starker akzentuierten Bass (aufgrund
des Bezugs der Himmer mit Leder statt mit Filz) und einen
schlankeren, kriftigeren Klang im Vergleich zur stark domi-
nierenden Klangfiille spaterer Modelle gewéahrleisten. Diese
Instrumente mit ihrem etwas verschleierten Ton, dem ra-
schen Verklingen und der leichten Ddmpfung kénnen die Ba-
lance mit den mit Darmsaiten bespannten Streichinstrumen-
ten Violine und Cello vergrofiert sowie eine differenzierte
Dynamik zwischen piano und pianissimo in den entsprechen-
den Passagen des vorliegenden Werks ermdglicht haben.
Allerdings war Brahms flexibel hinsichtlich seiner diesbe-
ziiglichen Praferenzen. Angesichts der ersten Auffithrung
des frithen Horntrios in Ziirich schrieb er begeistert an Clara
Schumann, dass er ,einen schonen Erard, der in Hugs Pri-
vatbesitz war”, zur Verfligung hatte.> Erard-Klaviere waren
mit ihrer Repetitionsmechanik und der Klarheit in schnel-
len Passagen auch die von Mendelssohn und Liszt bevor-
zugten Instrumente. 1856 hatte Clara Schumann Br%ms ein
1839 von Conrad Graf gebautes Pianoforte i
er mehrere Jahre hindurch spielte. 18
gabe im Rahmen der Weltausstellung
vieren aus dem Besitz Mozarts und Beet
Seit der M

cenheit hatte, Brahms
peiten. 1929 schrieb sie

ihre W an Brahms’ Musizierstil:

Brahms’ Int® Weise war frei, sehr geschmeidig und
ausladend; dennoch jeder Zeit ausgewogen — man fiihlte die me-
trische Basis der gespielten Rhythmen. Seine Phrasierung war
bemerkenswert in den lyrischen Passagen, in denen ein streng
am Metronom orientierter Brahms ebenso undenkbar war wie
ein erregter oder hastiger Brahms an Stellen, die mit resoluter
Rhythmik zu nehmen sind. [...] Wie Beethoven war auch er
davon {iberzeugt, dass seine musikalischen Ausdrucksbezeich-
nungen (stets so sparsam wie moglich notiert) die eigentliche
musikalische Bedeutung unterstreichen sollten. Das Zeichen

Musical Quarterly 70:4 (Herbst 1984), S. 457—475; Camilla Cai, ,Brahms’s pi-
anos and the performance of his late piano works”, in Performance Practice
Review 2:1 (Friihjahr 1989), S. 58—72; sowie George Bozarth und Stephen
Brady, ,The pianos of Johannes Brahms”, in: Brahms and His World, hrsg.
von Walter Frisch, Princeton 1990, S. 49—64.

34 Brahms an Clara Schumann, 3. Dezember 1865, zitiert nach Renate
Hofmann, Clara Schumanns Briefe an Theodor Kirchner. Mit einer Lebensskizze
des Komponisten, Tutzing 1996, S. 518.

—— = begegnet bei Brahms oft, wenn er tiefe Ernsthaftigkeit
und Warme zum Ausdruck bringen wollte, und dies nicht nur
hinsichtlich des Klangs, sondern auch des Rhythmus. Er wiirde
nie bei einer einzelnen Note verweilen, sondern bei einer gan-
zen Idee, als wére er nicht in der Lage, sich von ihrer Schonheit
loszureifien. Lieber dehnte er einen Takt oder eine Phrase aus,
statt sie durch genaue Beachtung des Zeitmafles zu zerstoren.®

Tatsachlich war Brahms kein Freund des Metronoms — er
war nicht davon iiberzeugt, dass , mein Blut und ein me-
chanisches Instrument gut zusammenpassen”.* Das Sextett
op. 36 enthélt keine Metronomangaben, und auch Kirchner
fligte seiner Trio-Bearbeitung keine hinzu. Fanny Davies hat
das Werk wohl nicht aufgefiihrt, sodass sich von ihr auch
keine aufschlussreichen Auffithrungshinwei er Tempo-

angaben in der Art erhalten hgken, wj ibersonliches
Exemplar von op. 101 enthalt
Angaben wie ani ndostito en Spieler vor
d
1

die Frage, ob po haben oder nicht.

Ine ef gl se eger Robert Keller befiirwortete
h in von diesem vorgeschlacenes System,
ch lein geschrieber\ azggatoffdel

mato, Tranquillo) d
Das Animatgs
ei C

SQug 1V, T. 7, keine Tempoan
agegen schgint das al\emej W ani
langsamen Satzes zaaien schrie
i ~ ngWat sich nicht durchgesetzt, aber

ahms’ Vorgehen in anderen Werken, wo er mit Bleistift

Anweisung zur Temposteigerung wahrend eines Crescendo
eintrug, und Donald Tovey erinnerte sich mehrerer Gele-
genheiten, an denen Joachim ihm mitteilte, dass Brahms
aus Griinden des Ausdrucks ein nicht notiertes animato
verlangte.®

35 Fanny Davies, Some Personal Recollections of Brahms as Pianist and Inter-
preter, Anhang zu David Toveys Beitrag Brahms’s chamber music, in Cobbett’s
Cyclopedic Survey of Chamber Music, hrsg. von Walter Willson Cobbett,
London 1929, S. 182-184. Die handschriftlichen Notizen und Entwiirfe
zu ihrem Brahms-Beitrag, die abweichendes und zusétzliches Material
umfassen, befinden sich in der Bibliothek des Royal College of Music,
London (Signatur: MS 74994).

36 George Henschel, Personal Recollections of Johannes Brahms, Boston 1907,
S. 78.

37 Ihre Anmerkungen zu op. 101 sind in der Barenreiter-Ausgabe BAog437
vollstandig wiedergegeben.

38 Robert Keller an Johannes Brahms, 27. August 1879, und Brahms an
Keller [ca. 10. September 1879]; zitiert nach The Brahms-Keller Correspon-
dence, hrsg. von George S. Bozarth in Zusammenarbeit mit Wiltrud Mar-
tin, Lincoln 1996, S. 28, 39.

39 Donald Tovey, The Main Stream of Music and Other Essays, New York
1949, S. 262—-264. Eine gute Zusammenfassung dieses riesigen Themenfelds
bietet Bernard D. Sherman in ,How different was Brahms’s playing style

Z

from our own?”, in Performing Brahms. Early Evidence of Performing Style,
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INTRODUCTION

BRAHMS AND KIRCHNER

Theodor Kirchner (1823-1903) and Johannes Brahms had a
friendship that spanned several decades and was character-
ised by mutual appreciation. Brahms held his friend’s com-
positions and arrangements in high esteem and occasion-
ally asked his publisher to send him copies of Kirchner’s
most recently published works.! Kirchner, for his part, had
nothing but admiration for Brahms’s works and became a
champion of their reception in Switzerland during his years
in Zurich (1843-1872).2

The two composers did not in fact first meet — as is some-
times stated, quoting Max Kalbeck® — in May 1856 at the
Lower Rhine Music Festival in Diisseldorf, but nine years
later, in June 1865, in Baden-Baden. Kirchner was visit-
ing expressly to invite Brahms to a performance @ Bach’s
St. Matthew Passion on 16 June 1865 in Bagel, i bich

and himself performed alongside Kirch
at Ernst Reiter’s (the conductor of the

Id become a lucrative
prahms also greatly ap-

1 See, for exan etter to Jakob Melchior Rieter-Biedermann
of 2 April 1859, in Johannes Brahms im Briefwechsel mit Breitkopf & Hiirtel,
Bartolf Senff, |. Rieter-Biedermann, C. F. Peters, E. W. Fritzsch und Robert Lienau,
ed. by Wilhelm Altmann, in the series Johannes Brahms Briefwechsel 14, Ber-
lin 1920, p. 31f.

2 Kirchner promoted Brahms’s works for performances in Switzerland,
such as that of the Sextet no. 1 op. 18 on 20 January 1863 in Zurich or the
first public performance of the Sextet no. 2 op. 36 on 20 November 1866.
See Werner G. Zimmermann, Brahms in der Schweiz. Eine Dokumentation,
Zurich 1983, pp. 13ff.

3 Max Kalbeck, Johannes Brahms 1, Vienna/Leipzig 1904, p. 283. Strangely
Arnold Niggli, who is referenced by Kalbeck, too has the year of their
first meeting as 1865; see Theodor Kirchner. Ein biographisch-kritischer Es-
say, Leipzig/Zurich 1888. See also Peter Clive, Brahms and His World. A
Biographical Dictionary, Lanham 2006, p. 258.

4 ‘in meinen Tonen spreche ich’. Fiir Johannes Brahms 1833—1897, exhibition
catalogue, ed. by Otto Biba et. al, Hamburg 1997, p. 212.

5 Renate and Kurt Hofmann, Johannes Brahms als Pianist und Dirigent.
Chronologie seines Wirkens als Interpret, in the series Verdffentlichungen des
Archivs der Gesellschaft der Musikfreunde in Wien 6, Tutzing 2006, p. 82.

6 Reinhold Sietz, Theodor Kirchner. Ein Klaviermeister der deutschen Roman-

preciated his friend’s arrangements, including those of his
own works.

ARRANGEMENTS
IN BRAHMS’'S OEUVRE

In nineteenth-century musical life, arrangements for one
or two pianos, sometimes with further instruments, played

a central role. They allowed composers an blishers to
e

reach a wider audience wj ir wo ved various
a s arrange-
pial th of his own

rks by other compos-

t
purposes: Brahms, for ins
ments for piano d At
works and (i CHRS)
ers, 110Wed r Targer ensembles to be studied
forf@ed\l private contexts. He alsgmade piano re-
ctiog of

is concertos and ell as tran-

tions for concert use.’ argangements,
those for piano du i nce to him.?

le &

and Brahms preferred
imself. Indeed, in 1879 he
ppdintment about his publishe jsi
n Kirchner rather than t s e
or a piano Wuet trans{@ipti Brah n inte
op. 34, “since for fough s%ment ave a particu-
' r his [}

Kirchner’s]”.1°
711

They were z

pnd honoured.

Brahms was not shy about making demands on his pub-
lishers concerning the choice of the arrangers of his works.
Besides Theodor Kirchner, who made 38 arrangements for
one or two pianos of Brahms’s works, Paul Klengel (1854-1935,
68 arrangements) and Robert Keller (1828-1891, 70 arrange-
ments) were among his most frequent arrangers.'? Brahms

tik, in the series Studien zur Musikgeschichte des 19. Jahrhunderts 21, Regens-
burg 1970, p. 52.

7 Valerie Woodring Goertzen, “As Arranger”, in Brahms in Context, ed.
by Natasha Loges and Katy Hamilton, Cambridge 2019, pp. 98-113.

8 See Thomas Christensen, “Four-Hand Piano Transcription and Geog-
raphies of Nineteenth-Century Musical Reception”, in Journal of the Ameri-
can Musicological Society 52:2 (Summer 1999), pp. 255-298.

9 For instance, in 1861 Brahms offered his Sextet op. 18 to his publisher
Simrock not only as a set of parts, but also “with a good piano duet ar-
rangement by myself” and explained some months later: “I will leave it to
you whether you want to publish a score [...] It is not necessary, since the
piano duet arrangement replaces it to some extent”; letters of 1 January
1861 and July 1861 to Peter Joseph Simrock, in Johannes Brahms. Briefe an
P.]. Simrock und Fritz Simrock 1, ed. by Max Kalbeck, in the series Johannes
Brahms Briefwechsel 9, Berlin 1917, pp. 30 and 34.

10 Letter of 20 July 1870 to Rieter-Biedermann, in Briefwechsel 14 (see
footnote 1), p. 189.

11 Letter of 6 October 1875 to Rieter-Biedermann, ibid. pp. 252f.

12 Helen Paskins, “Brahms and his arrangers”, in Brahms in the Home and
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granted his arrangers considerable liberties with their work,
even demanding that they take compositional initiative and
urging them not to adhere too slavishly to the musical text
of the original. He viewed , arranging not as an act of mere
reduction, but one of reinvention”!® in which the work would
be ,recast” from scratch for the new combination of in-
struments. Several arrangements by Keller he felt were too
inflexibly made, writing to Simrock regarding his Violin
Concerto op. 77: “[Keller] is too cautious and should rather
work as if I was not involved at all, he should jump around
and treat everything recklessly — as long as it is as good as
possible to be heard and played by four hands!”'* He was
equally critical of some of Keller’s arrangements for two-
hand piano, a type that, he felt, rarely did justice to large-
scale original compositions in particular:®

Keller is an excellent man and so diligent and orderly with his
work that one cannot find fault. But do I have to tell you that
a two-hand arrangement by him shows the Philistine and can-
not be of interest to any player who is the least bit intelligent?
Such arrangements by [Hans von] Biilow or [a’leodor] ir

(see: arrangements of Liszt’s works bel’tg to a T
entirely.!®

Brahms trusted Kirchner much

th this thing, to throw

qoverboard and to make it ggilic

possibl@with *

the t
gement
ater, when the

friant to me that you agree with

: #Dy Katy Hamilton and Natasha Loges, Cambridge
2014, pp. 178-220.
13 Valerie Woodring Goertzen, “At the piano with Joseph and Johannes:
Joachim’s overtures in Brahms'’s circle”, in Brahms in the Home and the Con-
cert Hall (see footnote 12), pp. 158-177, here p. 160.

14 Letter of 12 December 1879 to Fritz Simrock, in Johannes Brahms. Briefe
an P.]. Simrock und Fritz Simrock 2, ed. by Max Kalbeck, in the series Jo-
hannes Brahms Briefwechsel 10, Berlin 1917, p. 139.

15 Letter of March 1880 to Fritz Simrock, in which Brahms dismisses the
two-hand arrangement that Keller was to make as an “arrangement for
girls’ boarding schools” that “would only be interesting if it was made by
an extraordinary virtuoso, such Liszt and the Beethoven symphonies”; in
Briefwechsel 10 (see footnote 14), pp. 143f.

16 Letter of 19 September 1881 to Fritz Simrock, ibid. pp. 185-188, here
p- 187.

17 Letter of 6 October 1875 to Rieter-Biedermann, in Briefwechsel 14 (see
footnote 1), pp. 252f.

18 Letter of August 1877 to Brahms, quoted from Reinhold Sietz, “Johan-
nes Brahms und Theodor Kirchner. Mit ungedruckten Briefen Th. Kirch-
ners”, in Die Musikforschung 13:4 (October/December 1960), pp. 396—404,
here p. 399.
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everything I may have perpetrated”.!” Brahms replied: “You
can see from the multitude of my scribbles that I looked
through your work with great gratitude and delight. Do
with it what you like: double, cross out, embellish — I am
sure this will be a pretty four-hand piece.”?® After this,
Kirchner became Brahms’s preferred arranger.

KIRCHNER’S ARRANGEMENT OF OP. 36

Brahms’s String Sextet in G major was completed in Septem-
ber 1864 (movements I-III) and May 1865 (movement IV),
and published in April 1866 as his op. 36.%! It received its first
public performance in Zurich, ina c rt on 20 November

piano pieces by Mo-

1866 in which Kilsm Iso

zart and Schumanp.? P din consisted of a set

of parts, a a % t for piano duet made
iNsel further arrangements appear
a

imrock’s initiative and would, in the
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s raises the question of 8
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On piano trio arrange-
pble that the publisher

1882, two substantial double volumes
works for piano trio by Kirchner* and, just
s later, Brahms’s Piano Trio in C major op. 87.
Possibly Simrock, who anticipated or already felt the suc-
cess that this original Trio was to become, wanted to stimu-
late the sale of Brahms’s works for piano trio? And maybe
Kirchner, whose skill in writing for this combination of

19 Letter of 4 August 1877 to Brahms, ibid.

20 Kurt Hofmann, “Die Beziehungen zwischen Johannes Brahms und
Theodor Kirchner. Dargestellt an den {iberlieferten Briefen”, in Festschrift
Hans Schneider zum 6o. Geburtstag, ed. by Rudolf Elvers and Ernst Vogel,
Munich 1981, pp. 135-148, here p. 139.

21 See Margit McCorkle, Johannes Brahms, Thematisch-bibliographisches Werk-
verzeichnis, Munich 1984, pp. 129-133.

22 Report in the Tagblatt der Stadt Ziirich (20 November 1866), quoted from
Werner G. Zimmermann, Brahms in der Schweiz, (see footnote 2), p. 115.
23 Letter of 19 September 1881 to Fritz Simrock, Briefwechsel 10 (see foot-
note 14), pp. 185-188, here p. 187.

24 These are the 12 Novelletten op. 59 (1881) and the 15 Kindertrios op. 58
(1882; dedicated to Fritz Simrock’s daughter Else). Further original com-
positions for piano trio are the earlier Serenade Ein Gedenkblatt op. 15
(Winterthur: Rieter-Biedermann, 1874) and the Serenade without opus
number (an arrangement of his piano solo Fantasie op. 36 no. 1; Leipzig:
Hofmeister, 1879); later publications are the Bunte Blitter op. 83 (Leipzig:
Hofmeister, 1886) and the 2 Terzette op. 97 (Leipzig: Hofmeister, 1904). In
the later 1880s Kirchner published two further volumes of arrangements
for piano trio, i.e. of Schumanns op. 56 as the Clavierstiicke in canonischer
Form. Freie Bearbeitung (Leipzig: Hofmeister, c. 1885) and a collection of ten
piano pieces by Schumann (Leipzig: Hofmeister, 1888).



instruments was apparent after his own two publications,
was first choice, and one that certainly would be met with
Brahms’s approval?

Kirchner received Simrock’s request a few months before
his move from Leipzig to Dresden in Summer 1883. It is
unknown whether Kirchner — just as in the case of the Han-
del Variations op. 24 — corresponded with Brahms about the
arrangement itself. Certainly Brahms received Kirchner’s
manuscript of one or both trios, as he showed it to “a friend,
who alerted him to a few un-violin-like passages”, before
passing it on to his editor, Keller.”” Brahms was evidently
pleased with Kirchner’s arrangement, writing to Simrock on
13 March 1883: “The Trios give me extraordinary pleasure!
If this was your idea, I congratulate you, but Kirchner ex-
ecuted them excellently”.?® Kirchner was happy to hear this
praise: “It was a great heartfelt relief that you did not seem
to be too dissatisfied with my arrangement of your Sextet
[op. 18 or op. 367]. At least I made an effort with it, but it is
always a delicate business when you sense the composer’s
sensitive nose in the background. [...] I should tl"‘qk that

e parts may be interlaced into a
single pianistic texture.”® An example of a passage where
the musical substance of the original was subtly altered is
in movement III, (Poco) Adagio, bar 8o, where the Sextet’s
Viola I part appears in the piano’s left hand, but changed so
that notes 4 and 8 are now suspensions, rather than being
resolved with a downward movement, thereby brightening
the harmonic colour of this sequence.

25 Johannes Brahms. Briefe an P.]. Simrock und Fritz Simrock 3, ed. by Max
Kalbeck, in the series Johannes Brahms Briefwechsel 11, Berlin 1919, p. 19.
26 Letter of 13 March 1883 to Fritz Simrock, Briefwechsel 11 (see foot-
note 25), p. 18f.

27 Letter of 16 March 1883 to Brahms, quoted from Reinhold Sietz, “Johan-
nes Brahms und Theodor Kirchner. Mit ungedruckten Briefen Th. Kirch-
ners” (see footnote 18), p. 400.

28 For example movement III, bars 37-52, or movement I, bars 135-154;
see also Reinhold Sietz, Theodor Kirchner (see footnote 6), p. 136.

Generally, Kirchner sought to make the piano’s musical
substance more ‘pianistic He changed slurs and added dy-
namics (hairpins, cresc.) and articulation to achieve the suc-
cessful communication of the musical idea with the piano’s
specific expressive means. In the strings, similarly, he added
markings where they clarified the musical structure, and
omitted them where a single part combines several differ-
ently articulated lines of the Sextet.

It is difficult to determine from what kind of copy of
the Sextet Kirchner made his trio arrangement. In a letter
to Brahms of 16 March 1883 he mentioned that there were

some engraving errors in the printed Sextet score®

sug-
gesting that he owned and used such a copy. Comparing

the musical text of the Sextet and Trio does

clusive answer to this qugstiog as t iafns of Kirch-

ner’s arrangement from the S e substan-
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Sextet.* Cer n s entered in his per-
e

mplar’) of the Sextet cannot

son d @y
rogkonikd W Kirchner’s arrangement,_suggesting that
didgmot ®mmunicate the i cheldeed only
m

low a con-

e them after 1883.

There is no evi s of the trio

e years immediatel

R OT
d first &@ition of the ar-
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oots quite thoroughly, it seems, and I'm having trouble
finding any more errors. There are more in the score [of
the Sextet]! Well, the fools will also have to have some fun
a hundred years from now.”*! Because of the reliability of
the first edition and the wide-ranging liberties taken by the
arranger, the sources of the Sextet needed to be consulted
only in exceptional cases (see Critical Notes). Ambiguous
cases could more frequently be resolved by internal anal-
ogy within Kirchner’s text.

Kirchner’s manuscript used for the engraving of the piano
score (‘Stichvorlage’) survives only in a fragment, contain-
ing bars 1-76 of movement III Poco Adagio (source S, ). It
confirms, despite its fragmentary state, that the string parts

29 Letter of 16 March 1883 to Brahms, quoted from Reinhold Sietz, “Johan-
nes Brahms und Theodor Kirchner. Mit ungedruckten Briefen Th. Kirch-
ners” (see footnote 18), p. 400.

30 See Critical Commentary in Johannes Brahms, Sextet in G major for
2 Violins, 2 Violas and 2 Violoncellos, ed. by Christopher Hogwood, Kassel:
Barenreiter, 2011 (TPoo420), pp. 70-77.

31 Letter of 16 March 1883 to Brahms, quoted from Reinhold Sietz,
“Johannes Brahms und Theodor Kirchner. Mit ungedruckten Briefen
Th. Kirchners” (see footnote 18), p. 400.
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ment built by J. B. Streicher in 1868, a relative antique com-
pared with the modern and innovative instruments he used
in public.

Some of the most explicit performance instruction for
keyboard players is provided by Fanny Davies, the English
pianist who studied with Clara Schumann in the late 1880s
and throughout the 189os, and who had many opportuni-
ties to observe and work with Brahms. In 1929 she recorded
her personal memories of his playing style:

Brahms’s manner of interpretation was free, very elastic and ex-
pansive; but the balance was always there — one felt the funda-
mental rthythms underlying the surface rhythms. His phrasing
was notable in lyric passages. In these a strictly metronomic
Brahms is as unthinkable as a fussy or hurried Brahms in pas-
sages which must be presented with adamantine rhythm... Like
Beethoven he was most particular that his marks of expression
(always as few as possible) should be the means of carrying
the inner musical meaning. The sign ——= =, as used by
Brahms, often occurs when he wishes to express great sincer-
ity and warmth, applied not only to tone but to rhythm also.
He would linger not on one note alone, but on a whobidea, as,
if unable to tear himself away from its beaut
to lengthen a bar or a phrase rather tha
the time into a metronomic bar.®®

. He Wo I

wffng for an increased tempo. Simi-
larly, the marking tranquillo in the piano in II, bb. 17, 83,
267 and 333 as well as IV, b. 7 seems to confirm that no
change in tempo is expected, while in the Coda of the slow
movement, the general Piui animato presumably counts as an

35 Fanny Davies, ‘Some personal recollections of Brahms as pianist and
interpreter’, in the article ‘Brahms’ in Cobbett’s Cyclopedic Survey of Chamber
Music, ed. by Walter Wilson Cobbett, Oxford 1929, pp. 182-184. Her manu-
script notes and drafts for her article on Brahms, containing differing and
additional material, are held in the Royal College of Music, London (shelf
mark MS 7499a).

36 See George Henschel, Personal Recollections of Johannes Brahms, Boston
1907, p. 78.

37 These comments are transcribed in full in Barenreiter edition BA09437.
38 Letters from Keller to Brahms of 27 August and from Brahms to Kel-
ler of c. 10 September 1879 quoted from The Brahms-Keller Correspondence,
transl. and ed. by George S. Bozarth in collaboration with Wiltrud Martin,
Lincoln/London 1996, pp. 28, 39.

upper-case instruction intended to act on the tempo. The
upper-/lower-case distinction did not catch on, but the im-
plications for Brahms’s markings remain. However, to com-
pound the potential for confusion, in other works Brahms
included pencilled instructions to accelerate when making a
crescendo, and Donald Tovey remembered several instances
where Joachim told him that Brahms required an unmarked
animato for expressive purposes.®

String players should note that Joachim’s fingering system
(codified later in the 1905 Joachim/Moser Violinschule) en-
courages a use of portamento which (as Robert Philip points
out) often goes “against modern ideas of rhythmic firm-

ness”;*? it is one of many characteristics of the older German

school of playing which essentially ended% Joachim.

Most apparent to twentyirs ntur, Joachim’s
surviving recordings is his b which he
treated as an orna M PASis jgpsiew of vibrato

in the tutor:

It SiDg to emphatically against the habitual
scuRf it Wspcally in the wrong places! A_tasteful violinist
witlealt®y sensitivity will a

he normal one, and will onl

ments of the expresgjo

A more blu,

ast comment is dispelled by Brahms'’s
symbol, the accepted abbreviation for
ecial vibrato’ through much of the nineteenth century.
Starting with its appearance in Baillot’s L' Art du violon (1834),
Clive Brown® has traced this specific use of the notation via
Bohm, Spohr and Rode through Mendelssohn and Schu-
mann to Brahms, and eventually the Joachim/Moser Violin-
schule of 1905:

39 Donald Tovey, The Main Stream of Music and Other Essays, Oxford 1949,
pp. 262—264. This vast topic is well summarised by Bernard Sherman in
‘How different was Brahms’s playing style from our own?’, in Performing
Brahms. Early Evidence of Performing Style, ed. Michael Musgrave and Ber-
nard Sherman, Cambridge 2003, p. 8, note 8.

40 Robert Philip, ‘Brahms’s musical world: balancing the evidence’, in
Performing Brahms. Early Evidence of Performing Style (see footnote 39),
p- 363.

41 Joseph Joachim und Andreas Moser, Violinschule 2, Berlin et al. 1905,
p- 96; transl. in Johannes Brahms, Concerto in D major for Violin and Orchestra,
ed. by Clive Brown, Kassel: Barenreiter, 2006 (BAogo49), p. XIV.

42 Letter of 20 November 1904, quoted by August Leopold Safd in Zum
Problem der Violintechnik: eine Anleitung um in kurzer Zeit eine gute Technik
zu erlangen, Leipzig [1913], p. 43, translated by Jeffrey Pulver as The Secrets
of Violin Technique, London n.d., p. 36.

43 Clive Brown, ‘Bowing Styles, Vibrato and Portamento in Nineteenth-
Century Violin Playing’, in Journal of the Royal Musical Association 113:1

(1988), pp. 97-128.
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[...] the vibrato requires not only a slight lingering on the notes
marked with the sign —= =, but the bow should also sup-
port the vibration by a soft pressure on the string. The time
lost on the vibrated note is to be regained so skillfully that
the proceeding takes place without in any way disturbing the
rhythmic flow.*

Implicit in this description is Brahms’s use of — =—
to indicate a slight expressive accelerando and ritardando, a
subtlety only recently acknowledged by commentators, but
one which explains what would otherwise be redundant or

e\
.. ,(e(\( e

contradictory markings.*> Brahms clearly admired and en-
dorsed what Hanslick nicely described as Joachim’s “sever-
ity and purity of style which strives to hide the charms of
virtuosity rather than accentuate them. It is not possible to

bring forward greatness more unobtrusively”.*

Christopher Hogwood
May 2014
(Revision: Emanuel Signer)

( e
\,S;i(\)‘)\e 0%

44 Joseph Joachim und Andreas Moser, Violinschule / Violin School 3, transl.
by Alfred Moffat, Berlin et al. 1905, p. 7.

XIV

45 See David Hyun-Su Kim, ‘The Brahmsian Hairpin’, in 19th-Century
Music 36:1 (Summer 2012), pp. 4657, for a fuller examination of this us-
age, which applies from Beethoven to Schoenberg.

46 Cited in Andreas Moser, Joseph Joachim: a Biography, transl. by Lilla
Durham, London 1900, pp. 211f.
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CRITICAL REPORT

MANUSCRIPT SOURCES

[S] Autograph Stichvorlage (engraver’s copy) of the piano score
of Kirchner’s trio arrangement, used for the engraving of
source E (see below). With the exception of eight pages of the
third movement (source S, it could not be localised for this
edition and is presumed lost.

Library of Congress, United States of America; call number
ML96.K55 Case.

One eight-page gathering of source [S] containing bb. 1-76
of the third movement Poco Adagio. The final 11 bars of this

movement (bb. 77-87) must have been on the first page of a

il

following gathering,.
Each page (landscape format, 27 x 34 cm) contains ten staves,
of which the top and bottom four contain the parts of VI, Vc,
and Pf in score. Pencilled page numbers in the top outer cor-
ner (pp. 37-44) must be part of the pagination of the entire
manuscript [S].

Kirchner’s autograph is a genera

movement in black ink, with!
out in the same ink), mostly i
(p. 37, bottom outer corner) a

b o

e.

e two systems) be personal notes plan-

#fied above), clarify-
btaccato dots, etc. (see Critic

PRINTED SOURCES

E  First-edition piano score, issued April 1883
Zwei | Trios | fiir | Pianoforte, Violine und Violoncell | nach den
Sextetten fiir Streichinstrumente | Op. 18 und Op. 36 | von | Jo-
hannes Brahms | bearbeitet von Theodor Kirchner | No. 1. Op. 18,
B dur. Preis i Mk. 12,_. No. 2. Op. 36, G dur. | Ent’. Stat*. Hall. |

1 These rehearsal letters in movement III Poco Adagio were not included
in the Simrock first edition (E/Ep); see Critical Notes below.

56

g progress with the arrangement (4 tuei
ANg proy g ! d

Verlag und Eigenthum | von | N. Simrock in Berlin. | 1883. |
Lith. Anst v. C. G. Roder, Leipzig

Plate number 8333

Full score: 58 pages

Nomenclature: Violine. | Violoncell. | Pianoforte.

This trio arrangement of op. 36 was published separately to
that of op. 18 (Plate no. 8332), yet with identical title pages,
on the tenth line of which a marking indicated the respec-
tive opus number and key.

The edition has been reprinted since 1950 by Verlag N. Sim-

rock, Hamburg/London (EE 5240 andgiE 5241).
Copies consulted: Bgahms-Insditut Musikhochschule Lii-
beck (shelfm‘ A. 7. oYl once owned by Theo-
dor Kirchner, C as\@ that,pa@8 of Kirchner’s estate
thaja vij U C s and the Hofmann collec-
si 1 hi@bee the collection of the Brahms Insti-
T — Congress, Washington D.C., USA (call num-
beyV1313.B73 S45 1883 Copy 1) y with “J. B” marked
in blue crayon on R ce) (if not once owned?)
by Johannes Brahm iYgller Gesellschaft der Musik-
freundegn , | X | 27160 (H 33979).
is

he or the piano part in the pzes
o
e(@ion string parts published by 1

i t
d with the same plate nu 3 Vi

'Violonce {ii (12 p each)
ince the eqgkio e sep. rts by Simro pre-
c h N engraved lom separate manuscripts
u engraviNg of the piano score, read-
¢ soufce Ep are considered the main source for the

beck (shelfmark A.B.H.1.7.6.96A); Archiv der Gesellschaft der
Musikfreunde in Wien, Vienna, shelfmark: XI 27160 (H 33979);
see source E.

Sextet Readings from the sources of Brahms'’s original Sextet ver-
sion are only mentioned in the Critical Notes below where
they provide readings of particular musical interest or may
clarify specific issues that cannot be resolved purely by in-
ternal analogy or the collation of sources E, Ep and S . Un-
less stated otherwise such references apply to the Sextet’s
main sources, the Simrock first edition in score (plate num-
ber 6474) and parts (plate no. 6473) of April 1866. For fur-
ther information see the scholarly-critical edition: Johannes
Brahms, Sextet in G major for 2 Violins, 2 Violas and 2 Violoncellos
op. 36, edited by Christopher Hogwood, Kassel: Béarenreiter,
2011 (TP00420).



CrirticaL NOTEs

Abbreviations: b./bb. = bar/s, n./nn. = note/s, VI = violin, Vc = vio-
loncello, Pf = pianoforte, u.s. = upper stave, L.s. = lower stave. The
note-count (n./nn.) ignores all rests and grace notes.

I. Allegro non troppo

Sextet has rehearsal letters in the same bars as E, Ep (unlike those
in movements II, IV)

5 V1
21.1, 361.1 Vc

—— added from E.
In Sextet, the quarter note on G, is pizzicato
just like the preceding two notes (Vc II).
The performer is invited to play this note
with a left-hand pizzicato, though there is
no explicit indication in E and Ep to do

so. This technique appears in several of
Brahms'’s cello works, such as his Sonata in
E minor for Violoncello and Piano op. 38,
movement I, b. 137.

10 VI E, Ep: bar beamed JJJJJJ.
120, 122, 124 VI, Ve Ep: == hairpins VI (
Ve (bb. 120f., 122f,, 1

contradictory alongside
ore and afterwards,

121

See also bb. 451-459.
124 ending to n. 125.1, here
#fe barline as in bb. 120, 122 and
. In b. 126 = starting on first beat;
here on second beat as in bb. 120, 122, 124.
Cf. also passage in bb. 452-458.

132 V1 Ep: —= starting on n. 2; here on n. 1 as in
E and Vcin E, Ep.

167-168 Vc Ep: —= ending with barline due to line
break; here as in E and bb. 163-166.

173 Pf E: separate = hairpins on nn. 2-3 (u.s.)

and the duration of n. 2 (1s)). There are only
two further instances in E (I bb. 526-527
and IV b. 72) where hairpins applying
equally to both hands are not notated be-
tween the staves, both of which have pairs
of cresc. and dim. hairpins, each comprising

2 For more information see David Hyun-Su Kim, “The Brahmsian Hair-
pin”, in 19th-Century Music 36:1 (Summer 2012), pp. 46-57.

194-195 Pf

219a, 220a VI, Vc

225a-226a Vc
227a-228a Vc
228a Pf, 1.s.

361.1 Ve
389-390 Vc
399.2 Pf us.
411-412 Vc
416 Ve
420 V1
4435 V1

451-459 V1, V¢, Pt
452, 456, 458 Vc

455 V], Ve
490.3 Vc
495-497 Vc

several notes. However, these symbols in
b. 173 were presumably accents > in source
[S], rendered as hairpins or ‘long accents’
by the engraver; cf. accents on n. 2 in VI
and V¢, and parallel passage in b. 450.

—— as in bb. 192-193, since in E a line
break prevented the continuation of the
hairpin into the following bar.

E: = ends with barline; in Ep clearly
extending into following bar.

E: — ends with in middle of b. 226a.

Ep: = absent, in E in b. 227 only.
Possibly this note is an engraver’s error
and should be 4% as played by correspond-
ing part (Vc I) in Sextet. Yet it

probable thajgKirchn crqlithe shape of
this ba@lin T ment the
harmon 0, a\@ibte p by Va I
2R 8a) at otherwise
havi@bee
t

gement.
Ep: of; here fz

ems more

Par notes in bb. 308, 310, 314

to il
o
Sextet, this

the lower two notes of the chord, cut off by

c

the two natural accidentals on the upper
two notes.

Cf. entry for 21.1.

E: —= only beginning in b. 390.

4 added as in Sextet (VI II).

— absent in E.

E: (fragmented) slur beginning on this note,
believed to be an engraving error.

Ep: cresc. instead of —=, probably due to
limited space; here as in E, Sextet.

Ep: # instead of 5 (reading in E); probably in
error.

see note for b. 121.

Ep: = hairpins extending to n. 1 of fol-
lowing bar; here ending on barline as in E,
Ep (VI); cf. also passage in bb. 120-126.

In E cresc. in V1 in b. 454; in Vc absent en-
tirely. Cf. entry for b. 122: The cresc. possi-
bly applies to the entire phrase bb. 451-459.
» added from E.

—— on bb. 495-496 and f on b. 497.1 absent
in E.
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33 Pf
34f. Pf

3

4

46f.

48a V1, Pf
52b Pf ls.
55 Ve
55f. Pf
58.1 Pf u.s.

S, Kirchner sought to make corrections to
u.s. nn. 3-5 that would have made the text
difficult to read, hence he notated the bar
again on the free staves above the violin
part. In blue crayon the engraver is instruct-
ed to follow the top reading, while the
same hand also transferred two slurs and
hairpins that Kirchner must have forgotten
(represented in dotted lines in this exam-
ple). Further modifications must have been
made by the engraver, or during the proof
stages: hairpins were added on ls. nn. 4-6,
and slur and tie on from final chord of u.s.

to following bar.

ur
age seem to have been
ing engraving/proofing: In
o the VI slur on nn. 46.2-7 does not begin
before n. 46.3, and a slur on nn. 47.1-6 is
crossed out. In Pf u.s., all slurs between
nn. 46.4 and 47.12 are additions in blue
crayon (presumably by a Simrock editor).
—= added from S, , which also corre-
sponds to Sextet.
S, » in ink, crossed out and added on
n. 53.1 in blue crayon, where it is redundant
due to p dolce marking above; hence it was
not included in E.
cresc. absent in S, .
S, slur and staccato dots on u.s. nn. 55.5-6
and slurs on l.s. nn. 56.2-3, 4-5, 6—7 added
in blue crayon.
S, Kirchner provides note in both enhar-

monic possibilities: as g&" (as it is in Sextet,

V1 1) and ab; in E, due to its harmonic con-
text, only the latter is given.

Tempo equation adapted to J=Jie. quar-
ter note of bb. 37-65 is equal to the eighth
note in the following bb. 66-87. In E and
Ep, the equation is j’= J, meaning the same,
yet notated vice versa as was customary.

S, not E, but B, as in Vc I in Sextet,

from which almost the entirety of the Vc
passage in bb. 61-66 is taken. This must
have been altered during engraving/proof-
ing process.

= absentin S .

This note is b in E, Ep; here as a as in S

1’
as well as in V1 II in Sextet, singe otherwise

chord incomglete. Se tNlcorrespond-
ing not.z in b.
cresc. ab 1 .
fo
r

we 1b: 5 on ¢’ absent.
hairpins in b. 77a inconsistent in
Ep due to ligited space; xample below.

Here as in dde ingly in

ton a’ on nn. 77a.8 an bse, ,
ingencil in s 1
; Copie ted”).

has rehearsal letters A-E in different bars (bb. 29, 70, 111,

Stave containing these two bars has a bass
clef, yet the absence of clef changes at the
end of bb. 2 and 4, as well as the corre-
sponding phrase in Sextet (V1 I, II), as well
as to other appearances of the motif in this
movement suggests that this stave should
correctly have a treble clef.

Ep: two separate —= hairpins on nn.
3.9-18 and 4.1-6 due to line break; here one
continuous hairpin as in E (and in Vc Ep,
where the hairpin is continuous in spite of
a line break at the same spot).

upper part: »vadded as in Sextet (V1 I) and
analogous passage in b. 85 (VI).

V1  E, Ep: cautionary 7

tenuto line absent in E.

—— — absent in E.

[espress.] added in analogy with b. 158, and
VaIin Sextet.

S absent in E.
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43 Ve
47 V1
48.1 Ve
51b-52

71 Ve
80 V1
99 Pf
101, 116 Vc

60

Two staccato dots added, as it is in the par- 124 V1
allel passage in b. 112, as well as Sextet

(Va I, Ve I). 125 Ve
—— added corresponding to the parallel 125-126 Pf
passages in bb. 41 and 116 (and, partially,

V11 in Sextet, where it is only on nn. 3-5).

f absent in E.

double barline absent in Ep.

In Sextet (Va II) these notes are alternating 1261 Ve
cs — c&; however, D — d in E and Ep. Since it 140 Pt
is impossible to determine whether this was

in error or a deliberate departure from the

chord in the Sextet by Kirchner, the present 145.3 Ve
edition retains the reading of sources E and 158-159 Ve
Ep. 158f,, 161f. Pf
Sextet (V1 I) has p tranquillo.

E: after an identical indication in the pre- 160 Pf

ceding bar here again the (somewhat redun-

dant) marking p, believed to be included

merely due to a page turn between bb. 98 1 t
and 99, and therefore omitted in the present

edition.

—— absent in

L D ‘ 2 bt
0
ese?'

Ep: = on nn. 2-3 only, here as in E (and
Vc E, Ep)

E, Ep: nn. 8, 9 cautionary b

Slur unclear in E, as it both ends on the fi-
nal note of b. 125, as well as continues after
a page turn, ending on n. 126.1. Here the
latter reading was retained, corresponding
to bb. 119-120.

staccato dot absent in E.

2 in E on n. 140.2, probably due to limited
space. Here changed to 140.1 as in b. 142.
(as well as VI, V¢; Va ], I in Sextet).
staccato dot absent in E.

E: espr. and cresc. on nn. 159.1-2.

Slurs possibly meant {@ cover eighteen notes
as ig b. 157.
[ 38 e ibly due to limited
ddq@as ingcosponding part (Va I)
ts added as it is in corresponding
parts (Va I, I, Vc 1) in Sextet, as well as V],

Vc ig the Trio.
Tregk ¢ bs

most likely in error.



Chamber Music with Piano

B AR EN R

Trio with Piano

Johannes Brahms
Trio for Violin, Violoncello and Piano
op. 87. BA09436

Trio for Violin, Violoncello and Piano
op. 101. BA09437

Trio in B-flat maj for Violin, Violoncello
and Piano after the String Sextet op. 18.
BA09441

Trio for Violin, Horn (Viola or
Violoncello) and Piano op. 40.
BA09435

Trio for Clarinet (Viola), Violoncello
and Piano op. 114. BA09438

Gabriel Fauré
Trio for Piano, Violin and Violo
op. 120. BA07902

bloncello

Complete Piano Trios
for Piano, Violin and Violoncello.

- Trios in B-flat maj
D 28 and in E-flat maj D 897
op. post. 148. BA05626

- Trio in B-flat maj D 898 op. 99.
BA05607

- Trio in E-flat maj D 929 op. 100.
BA05610

Bediich Smetana

Trio in G min for Piano, Violin
and Violoncello.

BA09518
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Gab auré

Piano Quartet in C min op. 15 for
Piano, Violin, Viola and Violoncello.
BA07903

Piano Quartet in G min op. 45 for
Piano, Violin, Viola and Violoncello.
BA07904

Wolfgang Amadeus Mozart
Quartet in G min K. 478 for Piano,
Violin, Viola and Violoncello.
BA04728

Quartet in E-flat maj K. 493
for Piano, Violin, Viola and
Violoncello. BA04729

Josef Suk
Piano Quartet in A min op. 1 for Piano,
Violin, Viola and Violoncello. BA09546

Quintet with Piano

Wolfgang Amadeus Mozart

Chamber Music Editions of the Piano
Concertos for Two Violins, Viola,
Violoncello and Piano

- Concerto in F maj K. 413 (No. 11)
BA04875

- Concerto in A maj K. 414 (No. 12)
BA04877

- Concerto in C maj K. 415 (No. 13)
BA04879

- Concerto in E-flat maj K. 449 (No. 14)
BA04871

Franz Schubert

Quintet in A maj “Trout Quintet”

D 667 op. post. 114 for Piano, Violin,
Viola, Violoncello and Double Bass.
BA05608
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Hierbei handelt es sich um eine Leseprobe.
Daher sind nicht alle Seiten sichtbar.

Die komplette Ausgabe erhalten Sie bei Ihrem lokalen
Musikalien- bzw. Buchhandler oder in unserem Webshop.

This is a sample copy.
Therefore not all pages are visible.

The complete edition can be purchased from your local
music or book retailer or in our webshop.





