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Preface

Johannes Brahms’s CONCERT fiir
VIOLINE mit Begleitung des Orchesters
op. 77 is one of the most significant violin
concertos of the nineteenth century.
Like its companions by Ludwig van
Beethoven, Felix Mendelssohn Bar-
tholdy, Robert Schumann, Antonin
Dvorak, Peter Tchaikovsky, and Max
Bruch, it bears the imprint of the com-
poser’s working relationship with a
leading violinist of his day. The guide
and interlocutor for Brahms’s concerto
—and later for the Double Concerto,
op. 102 — was Joseph Joachim (1831
1907), who enjoyed the composer’s
friendship from 1853 and performed
many of his works either as a violinist
or as a conductor. Joachim, along with
Clara Schumann, was the only person
to whom Brahms dedicated two of his
compositions: the First Piano Sonata
(1853) and the Violin Concerto (1879).
The Violin Concerto was composed in
1878 during Brahms’s summer holidays
in the Austrian town of Portschach am
Warthersee. Having announced to Joa-
chim on 21 August that he wanted to
send him “‘a number of violin passages,”
Brahms posted an autograph copy of the
solo part on the following day. The man-
uscript contained the violin part for the
entire first movement and the opening
of the finale, a particularly precarious
section on account of its many double
stops. In his cover letter Brahms told
Joachim that the work consisted of four
movements, for at that time the original
slow movement (presumably unrelated
to the one eventually published) was
meant to be accompanied by a Scherzo.
Joachim’s initial reaction, on 24 August,
was positive (Brahms-Briefwechsel VI,
pp- 140-142). The two friends thereup-
on met in Portschach at the beginning of
September to work through the violin

part. Whether Joachim became ac-
quainted with all four movements at
that time is uncertain. The two men met
again in Hamburg toward the end of the
month and played through the first
movement to their artistic colleague
Clara Schumann. She immediately re-
ported her impressions to the conductor
Hermann Levi: “As you can well imag-
ine, it is a concerto in which the orches-
tra blends completely and utterly with
the [solo] player; the mood of the
movement is very much like that of the
Second Symphony [op. 73], also in

D major” (Berthold Litzmann, Clara
Schumann. Ein Kiinstlerleben. Nach
Tagebiichern und Briefen, vol. 111, Leip-
zig, *1920, p. 386). Between October
and December 1878 Brahms worked
fervidly on the concerto and discussed
the date of its premiére with Joachim.
On 23 October he rejected his previous
plan to have the work performed at the
New Year’s Concert in Leipzig in 1879,
arguing that he was “not fond of haste
in composing and performing,” particu-
larly as he had “stumbled over the Ada-
gio and Scherzo after all.” Writing to
Joachim on 10 December, he reported
that he had replaced the middle move-
ments with “a paltry adagio” that would
eventually become the definitive slow
movement. He also expressed his will-
ingness to entrust the work to Joachim
for his tour of Austria and Hungary in
January 1879. It was not until mid-De-
cember that Brahms finally granted per-
mission for the work’s premiére in Leip-
zig on 1 January 1879 — a decision that
gave Joachim great pleasure as well as
some misgivings regarding the “truly
unusual difficulties™ of the solo part.
(He also had to produce the first-move-
ment cadenza, Brahms having made this
the responsibility of the soloist.) That
Joachim managed to master the highly
demanding violin part in such a brief
span of time was a testament to his ex-
traordinary artistic and technical prow-
ess. Nonetheless, a critic of the Leipzig
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premiere, besides calling the Violin Con
certo “one of this composer’s most ap
proachable, translucent, and spontane-
ous creations,” pointed out that “even
Joachim, the case-hardened and battle-
tested warrior,” had to “visibly exert
himself to negotiate the technical diffi-
culties and precarious balance of the
solo part” (Signale fiir die musikalische
Welt, 37/2, p. 23). On 8 January Joa-
chim played the concerto in Pest (Buda-
pest), again under Brahms’s baton. Es-
pecially important to both men was the
Vienna premiére, conducted by Joseph
Hellmesberger on 14 January 1879. The
renowned critic Eduard Hanslick imme-
diately proclaimed the work to be “the
most significant violin concerto to ap-
pear since Beethoven’s and Mendels-
sohn’s,” but also expressed doubts “that
it would ever rival those two in the fa-
vour of the general public” (Eduard
Hanslick, Brahms’ Violin-Concert
[gespielt von Joachim], in: Concerte,
Componisten und Virtuosen der letzten

fiinfzehn Jahre. 1870-1885, Berlin,

*1886, p. 266).

The Vienna premiere was followed by
the first of several periods of revision in
which Brahms asked Joachim to suggest
changes regarding the violin writing and
the compositional fabric. The great vio-
linist took the concerto along with him
on his tour of England in February and
March 1879 and played it successfully
in London on three occasions: at the
Crystal Palace on 22 February, and in
the third and fourth concerts of the
London Philharmonic Society on 6 and
20 March (see p. XVI and note 59 of
Violinkonzert D-Dur Opus 77, ed. by
Linda Correll Roesner and Michael
Struck, in: Johannes Brahms. Neue Aus-
gabe sdamtlicher Werke, series 1, vol. 9,
Munich, 2004 [= JBG 1/9]). Further dis-
cussions of technical and compositional
issues ensued in mid-April, when the
two men met in Berlin, and again in
May and June in an exchange of letters.
During June publisher Fritz Simrock
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was sent a copyist’s manuscript of the
solo part, the partly autograph manu-
script of the piano reduction, and the
autograph full score, all for use as en-
graver’s copies. Yet even then the work
on op. 77 had not come to an end: in
mid-August Brahms and Joachim met
once again to read the proofs and make
their final changes to the violin part.
These changes were so extensive at the
opening of the third movement that the
entire finale in the separate solo part
had to be re-engraved. Finally, the full
score, orchestral material, solo part, and
piano reduction appeared in print in
early October 1879.

The close working relationship be-
tween Brahms and Joachim is docu-
mented not only in the concerto’s gene-
sis, publication history, and dedication,
but also in its solo cadenza. At the Leip-
zig premiére on | January 1879 Joachim
had played his cadenza in a preliminary
version that he went on to elaborate in
the course of the next two performances
in Pest and Vienna. After the Vienna
premiere Brahms was able to report that
the cadenza was now “so beautiful that
the applause from the audience went on
during my coda” (Brahms-Briefwechsel I,
p. 90). Joachim evidently continued to
work on the cadenza in the decades that
followed before finally allowing it to be
published by Simrock in 1902, five
years after Brahms’s death. In contrast,
the violinists Karl Halir (in 1895) and
Hugo Heermann (in 1896) had already
published cadenzas to op. 77 during the
composer’s lifetime. Many more caden-
zas appeared in print posthumously, of
which only Fritz Kreisler’s has managed
to gain a foothold.

Yet the most frequently heard caden-
za continues, as ever, to be Joachim’s,
which had already circulated among
his pupils in a large number of manu-
script copies prior to its publication (see
JBG 1/9, pp. 292, 295, 297). Particular-
ly revealing is a copy in the hand of a

young violinist named Marie Soldat
(1863-1955), who was ardently cham-
pioned not only by her teacher Joachim
but also by Brahms himself. She chose
Brahms’s Violin Concerto for her Vien-
nese orchestral début on 8 March 1885,
and so delighted the composer with her
“unsurpassable” playing that he is said
to have exclaimed, with a pun on the
German word Soldat (soldier): “Isn’t
little Soldat a capital fellow? Can’t she
cross swords with ten men? Who claims
it can be done better?”” As a gesture of
appreciation he gave her the lavishly
bound presentation copy of the score
that his publisher, Fritz Simrock, had
honoured him with at the end of 1879
(see Max Kalbeck, Johannes Brahms,
vol. I11/1, Berlin, *1912, p. 158, note 2;
Johannes Brahms und Fritz Simrock —
Weg einer Freundschaft. Briefe des Ver-
legers an den Komponisten, Hamburg,
1961, pp. 1491.; Brahms-Briefwechsel X,
pp- 137 f.; Brahms-Briefwechsel XI,

p. 90). Seven months before her début
performance Marie Soldat must have
asked Brahms himself for a cadenza.
This would explain his friendly if ironic
refusal on 9 August 1884: “Yes, if the
cadenza is to be for flute! I know far
too little about the violin, and that is
essential in this case” (JBG 1/9, p. 295).
The violinist thereupon wrote out a copy
of Joachim’s cadenza, which at that
time (late 1884 or early 1885) largely
matched its later published form in
length and design, despite many minor
discrepancies. Nevertheless, as Marie
Soldat informed her mother six days be-
fore the Vienna performance, Brahms
“cut something from my cadenza that
he found too long” (JBG 1/9, pp. 293—
296). Her manuscript of the cadenza
does indeed contain a few hastily
sketched suggestions in Brahms’s hand
regarding cuts and alterations. The vio-
linist then proceeded on her own to
write out two shortcut transitions that
partly elaborated and partly trans-

formed Brahms’s suggested abridge-
ments. Comparative studies reveal that
this definitive revision of the cadenza
evidently restored an earlier version
most likely played by Joachim in his
performances of the early 1880s (see
JBG 1/9, pp. 293-298 and 304-307).
When Brahms entered his jottings
in Marie Soldat’s manuscript he could
evidently recall only the rudiments of
this more concise form of the cadenza.
Nonetheless, it is a proven fact that it
appealed to him more than the “too
long™ version that Joachim, with minor
alterations, ultimately saw into print.
For this reason, our edition appends
Joachim’s cadenza for op. 77 not only in
its published version of 1902, but also
in the leaner form preferred by Brahms
and set down, after two stages of revi-
sion, in Marie Soldat’s manuscript copy.
This version was published for the first
time in 2004 as part of the New Brahms
Complete Edition and is warmly recom-
mended to all violinists.

The principal source for the full score of
the Violin Concerto in the New Brahms
Complete Edition is Brahms’s personal
copy of the first edition in score. This
copy, part of the composer’s posthumous
estate, is preserved in the archives of the
Gesellschaft der Musikfreunde in Vien-
na. As corrective reference sources we
have also consulted the autograph full
score and the copyist’s manuscript of the
solo part, both of which served as en-
graver’s copies (Library of Congress,
Washington), as well as Brahms’s early
autograph solo part comprising the en-
tire first movement and the opening of
the third (Staatsbibliothek zu Berlin -
Preugischer Kulturbesitz), the partly
autograph engraver’s copy of the piano
reduction (Osterreichische Nationalbi-
bliothek, Vienna), the first edition in
score, including the presentation copy



(Gesellschaft der Musikfreunde in Wien,

Archives), and the first editions of the
solo part, the orchestral material, and
the piano reduction.

The solo part in the present piano re-
duction is principally based on the full
score edition in the Johannes Brahms
Gesamtausgabe. However, it differs
from the musical text of the Complete
Edition insofar as it contains additional
performance instructions — above all,
fingerings and bowings — that Brahms
requested, and received, from his friend
Joseph Joachim, the work’s dedicatee
and the soloist at its premiére. These in-
structions were authorized by Brahms,
but according to his wishes appeared
only in the separate solo part of the first
edition, not in the full score or the piano
reduction. Therefore they generally
appear in the separate solo part of our
edition without further comment. For
practical reasons they are also repro-
duced in the solo line above the new
piano reduction.

Furthermore, the separate solo part
in the first edition contains variants in

slurring that may also perhaps be con-
sidered as indicating technical perform-
ance differences in the solo part. Even
though their presence cannot completely
be explained, they have been adopted in
the present edition, while readings that
differ from the musical text of the solo
part in the Complete Edition volume are
listed in footnotes. Commentary about
particularly problematic readings in

the solo part also appears in footnotes.
(For a thorough discussion of these
readings, see the Critical Report in

JBG 1/9, pp. 221-290.)

Two versions of Joseph Joachim’s ca-
denza printed here are also based on the
text of the New Brahms Complete Edi-
tion. They were prepared from the fol-
lowing sources: the printed version is
taken from the first edition of 1902
and (for comparison purposes) from
a slightly revised print published in
volume 3 of Joseph Joachim’s and An-
dreas Moser’s Violinschule of 1905; the
abridged version preferred by Brahms
is taken from Marie Soldat’s manuscript
in the form in which she revised it at

VII

the composer’s suggestion (Gesellschaft
der Musikfreunde in Wien, Archives).
(For another manuscript copy from the
private library of Anna L6w, a second-
generation pupil of Joachim, that sub-
stantiates the final, definitive form of
the revised cadenza in Maria Soldat’s
manuscript see JBG 1/9, pp. 294-298.)

The piano part of the present edition
clearly derives from Brahms’s piano re-
duction, but has been arranged by Jo-
hannes Umbreit to make it easier to
play. Brahms’s original piano reduction,
which was published in 1879 together
with the full score and parts, will appear
in 2009 in the Johannes Brahms Ge-
samtausgabe (JBG IA/7), together with
the piano reduction for the Double Con-
certo op. 102.

The editor and the publisher wish to
express their thanks to all libraries and
individuals who kindly placed source
material at their disposal.

Kiel, spring 2009
Michael Struck
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A Autograph full score, engraver’s copy

A-vn Autograph solo part (movement 1 and opening
of movement 3)

CM-vn,* Copyist’s manuscript of the solo violin part,

engraver’s copy
A/CM-pf* Piano reduction with autograph piano part,

solo part written by a copyist, engraver’s copy
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