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Preface

The g-minor Violin Concerto, op.26,
by Max Bruch (1838-1920), is one of
the standard works of the violin reper-
toire. Yet the lasting success that has ac-
companied this piece ever since its pub-
lication in 1868 was not bestowed on ei-
ther of Bruch’s two later violin concer-
tos, both in d minor (opp.44 and 58),
nor on any of his other compositions,
with the possible exception of the Ko/
Nidrei, op.47. Today Bruch’s name is
commonly associated solely and exclu-
sively with “the” violin concerto, a re-
grettable fixation that already began to
rear its head during the composer’s life-
time. As early as 1887 Bruch, in a letter
to his publisher Fritz Simrock, com-
plained that soloists were only interest-
ed in this one work: “Every two weeks
somebody comes along and wants to run
through my - first concerto. I've even
become surly and told them ‘I can’t lis-
ten to this concerto any more. Do you
suppose I've only written one concerto?
Go off and play one of my other concer-
tos for a change; they’re just as good,
perhaps even better!”” A letter sent to
his family from Naples on 24 November
1903 reveals Bruch virtually at the end
of his patience: “They already stand at
the corner of the Via Toledo, at Cas-
tellammare, at the Posilippo, ready to
pop up the moment I appear and run
through my first concerto. (Devil take
the whole lot of them! As if I haven’t
written other concertos just as good!)”
(Quoted from Wilhelm Lauth, Entste-
hung und Geschichte des ersten Vio-
linkonzerts op. 26 von Max Bruch, Max
Bruch-Studien, ed. Dietrich Kémper,
Cologne, 1970, p.65.)

The popularity of the g-minor Con-
certo has distorted not only our view
of Bruch’s other compositions, but the

complex genesis of the work itself.
When Hermann Levi misguidedly cav-
iled at the piece after its publication,
the composer responded sharply on

26 April 1868: “Do I really have to tell
you that I started work on the Violin
Concerto in the summer of 1864 and
only got around to publishing it now
after alot of hard, patient, and loving
work with frequent interruptions and
resumptions? | wrote and scrapped
three or four developments in the Fi-
nale; nothing was enough to satisfy me.
Finally it turned out the way I wanted
it, and now it is good and exactly as it
ought to be.” (Quoted from Lauth,
p.63.) Even today evidence of these
revisions can be seen in the many cuts
and frequently altered page numbers

in the autograph score. Moreover, many
a detail reveals that both the first and
the second movements were written out
afresh, and that they no longer represent
the initial version that was premiered in
Koblenz on 24 April 1866 under Bruch’s
baton, with the solo part taken by Otto
von Konigsléw. Despite the basically
positive reception (see Uwe Baur: Max
Bruch und Koblenz (1865-1867). Eine
Dokumentation, Mainz, 1996, pp.541t.),
Bruch realized that his piece needed a
thorough revision. He began by contact-
ing Joseph Joachim and seeking his
advice in the shaping of the solo part
(Bruch, a pianist, was practically unac-
quainted with the technical and timbral
subtleties of the violin). In the early
summer of 1866, just a few weeks after
the premiére, he sent Joachim the score
for his perusal and comments. In his
answer of 17 August, Joachim called the
piece “very violinistic”, but drew atten-
tion to a number of passages that could
benefit from revision. He also dispelled
Bruch’s doubts regarding the term “con-
certo” (the first movement had original-
ly been headed “Introduzione quasi
Fantasie” owing to its formal peculiari-
ties). It was at Joachim’s suggestion that

the first two movements, formerly self-
contained, were now elided. Joachim
penciled other suggestions directly into
the score. Obviously encouraged by this
response, Bruch reworked the piece over
the next few weeks. By 26 September he
was able to send Joachim a freshly writ-
ten solo part. However, Bruch’s cover
letter offered such detailed information
on the nature of the changes, most of
which had been inspired by Joachim,
that decades later he refused to allow

its publication out of concern for his
reputation. (The original letters are re-
produced on pp.59-66 of Christopher
Fifield’s Max Bruch: Biographie eines
Komponisten, Zurich, 1990.) The two
men then arranged a personal meeting
in Hanover that ultimately led to a pri-
vate performance with the court orches-
tra. (Ten years later Joachim played a
similar role in the final working-out of
Brahms’s Violin Concerto, op.77; see
Giinter Weiss-Augner, Komponist und
Geiger: Joseph Joachims Mitarbeit am
Violinkonzert von Johannes Brahms,
Neue Zeitschrift fiir Musik, 135 [1974],
pp.232-236.) Still unsure of his com-
position, Bruch then sent the score to
Ferdinand David for further perusal.
David urged him to undertake yet an-
other thorough revision of the solo part.
This time the composer, annoyed by the
“genuinely Davidian violin passage-
work,” was not positively disposed. In
contrast, the new version of the finale,
prepared at the end of 1866, came

about as a result of earlier objections

by Hermann Levi. It was then followed
by a final redaction, as we are informed
in a letter of 19 February 1868: “[The
Concerto] will appear in two weeks’
time, as will the engraved full score,
with Joachim’s markings. | spent a week
in Hanover last October finishing off the
definitive version with Joachim.” Final-
ly Bruch added the date to the hand-
written score as we have it today: “Son-
dershausen | 22.0ct. 1867 | M.B.” Bruch



himself prepared the piano re-

duction, which, like the full score, did
not appear until the end of March 1868
(see Max Bruch: Briefe an Laura und
Rudolf von Beckerath, ed. Petra Riede-
rer-Sitte, Essen, 1997, pp.67-68). Be-
fore then, on 7 January 1868, Joachim
had already given the extraordinarily
successful premiére in Bremen, with
Bruch conducting. It thus need come
as no surprise that the concerto, shortly
after its publication, embarked on a
“quite fabulous career” and entered the
concert programs of every violinist of
note throughout the whole of Europe.

Sources

A Autograph full score (Pierpont
Morgan Library, New York, Mary
Flagler Cary Music Collection).

Fs First edition of the full score
published by August F. Cranz
(Bremen), plate number 551.

For First edition of Max Bruch’s pia-
no reduction published by Au-
gust F. Cranz (Bremen), plate
number 552.

- Solo part enclosed in the first
edition of the piano reduction,
published by August F. Cranz
(Bremen), plate number 552.

S Manuscript solo part used for

editorial purposes by Bruch and

Joachim before completion of

the print (Schlossmuseum Son-

dershausen, shelfmark: 11 1963/

Mu 51).

Autograph piano reduction of an

earlier version of the 2" move-

ment (Bayerische Staatsbiblio-
thek Munich, shelfmark:

Mus.ms. 6559).

APRII

About this edition

Given the lack of other sources or docu-
ments it is virtually impossible to clarify
both the publication process and, on a
related point, any potential authority

for the discrepancies between the vari-
ous prints (most of which concern
phrasing or dynamics). The present edi-
tion is thus based on the first edition of
the score (Fg), which was published in
1868 and, on account of discernable
plate corrections, seems to have been re-
vised once more by Bruch himself before
being sent off to print; neither the proof
sheets nor any correspondence with the
publisher has survived. F; was presum-
ably based on a copyist’s manuscript
that is no longer extant, since the auto-
graph score (A) exhibits no engraver’s
markings or annotations. By contrast,
the numerous corrections to the solo
part in A, as well as the various cuts and
overwritten page numbers in the finale
(the result of the removal and insertion
of entire pages), supply evidence of the
additions and alterations that Bruch
himself mentioned as having occurred
between the first full draft and the de-
finitive completion of the score (see
above). It has proved impossible to lo-
cate Bruch’s autograph manuscript of
the piano reduction; the enclosed solo
part was based on a copyist’s part (see
above, Bruch’s letter to Levi of 19 Feb-
ruary 1868), which is now also lost. The
earlier copy of the solo part (S) is the
manuscript sent by Bruch to Joachim on
26 September 1866 (see above). This
manuscript, just as the piano reduction
of the Adagio (Apg;) that Bruch wrote
out on 17 February 1866 for “Friulein
Louise Ladenburg” and which captures
this movement in an earlier version, is of
interest only for the light it sheds on the

A%

work’s genesis. — A facsimile of the first
twenty measures of the second move-
ment, published in Die Musik (vol.7,
no.5, 1907-08), proves to be a fair copy
that Bruch apparently prepared express-
ly for this purpose.

Wherever possible, signs, dynamics
and phrase marks occasionally missing
from F have been added without com-
ment based on parallel passages, includ-
ing several passages crossed out by Max
Bruch in A. Nor have we specifically in-
dicated the more accurate dynamic and
phrase marks adopted from A, Fy or
F,,. Signs and instructions occurring
only in A, Fy; or F,, and adopted from
them appear in parentheses. The same
applies to the markings missing from all
the sources but deemed necessary by the
editor. We have also included the finger-
ings and bowing marks added to the so-
lo part in Fy.

Bruch notated very fine distinctions
of dynamics and phrasing. One example
is his placing of accents not only on sin-
gle notes but also on individual note-
groups: these should not be mistaken
for decrescendo hairpins (1* movement,
M.86fF.; 2™ movement, M.9f.; 3™
movement, M.80f. as well as M. 146fF.
and M.253 ff.). Another peculiarity is
his frequent use of rinforzando and rin-
forzato (rfand rfz). This expression
mark indicates that the note in question
“must be played with a heightened ac-
cent, but not as sharply as is indicated
by sf[...], which represents the highest
degree of strong emphasis™ (Hermann
Mendel and August Reissmann, Musika-
lisches Conversations-Lexikon, vol.8,
Berlin, 1877, p.357).

Angelbachtal, spring 2013
Michael Kube
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