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EINFUHRUNG

Maurice Ravel komponierte die Sonate fiir Violine und
Violoncello in den Jahren 1920 bis 1922.! Anlass war
ein Auftrag von Henry Prunieres, der fiir das zwei-
te Heft seiner Zeitschrift Revue Musicale* — eine Son-
derausgabe ,consacré a la mémoire de Claude De-
bussy” — Beitrdge namhafter Kiinstler und Musiker
zusammenstellte.> Ravel versandte sein Manuskript
am 18. August 1920 mit folgendem Text: , Sehr geehrter
Herr, ich schicke Ihnen per Einschreiben den ersten
Satz des Duos fiir Violine und Violoncello. Wenn der
Notenstecher es nicht mehr benétigt, bitte ich Sie so

gut zu sein, mir das Manuskript zuriickzusenden, da
meine Skizzen nicht ganz dieser Abschrift entspre-

chen. Bitte vergessen Sie nicht, bei meinem Verleger
74

die Druckerlaubnis ftir dieses Fragment einzyggolen.

Das Sonderheft mit dem ersten Sat
Allegro, erschien zum 1. Dezembd
Jahr spater, am 20. August 1921, e}
Fortschritte bei der Komposition
Z uel® und lieM#esen gut zwei
der Abschluss der Kom-

e ricktql Anfa
ie aus em
Aker el i
geht: ochte

eiben, aber da ist

einer majestatischen

und Violoncello zu schreiben,
erw Brief an Louis Durey vom 28. Ja-
nuar 1919: - rojekten befindet sich ein Duo fiir Vio-
line und Violoncello.” Zitiert nach Arbie Orenstein, Maurice Ravel,
Lettres Ecrits Entretiens, Paris 1989 (im Folgenden: LEE), S. 170.

2 Zu der 1920 von Henry Pruniéres gegriindeten Zeitschrift Re-
vue musicale vgl. Michel Duchesneau, La Revue musicale (1920—1940)
and the Founding of Modern Music, in: Music’s Intellectual History,
hrsg. von Zdravko Blazekovi¢ und Barbara Dobbs Mackenzie, New
York 2009, S. 743-750, insb. S. 743.

3 Angefragt worden waren auflerdem André Suares, Alfred Cor-
tot, Manuel de Falla, Désiré-Emile Inghelbrecht, Emile Vuillermoz,
Louis Laloy und Alfredo Casella.

4 Ubersetzung nach LEE, S. 184. Offenbar erhielt Ravel das Ma-
nuskript entgegen seiner Bitte spater nicht zuriick; der Verbleib
des Autographs ist unbekannt. Bzgl. der Quellensituation vgl. den
Critical Commentary.

5 Brief an Roland-Manuel vom 20. August 1921, in: René Chalupt
und Marcelle Gerar, Ravel au miroir de ses lettres, Paris 1956 (im
Folgenden: Chalupt), S. 181.

6 Brief an Roland-Manuel vom 29. Oktober 1921, in: Chalupt,
S. 185-186. Ahnliches berichtete Ravel zuvor auch schon Ernest
Ansermet, vgl. den Brief vom 20. Oktober 1921, in: LEE, S. 190-191.

Pyramide auftiirmen. Vorgestern war alles fertig. Nur
ist mir dann bewusst geworden, dass das Scherzo nicht
so war wie ich es haben wollte, also habe ich hiermit
noch einmal von vorne begonnen.”” Als der Satz im
Marz schliefSlich vollendet war, entschied sich Ravel im
Einvernehmen mit seinem Verleger Durand, die Kom-
position aufgrund ihres Umfangs nicht einfach als Duo,
sondern als Sonate zu bezeichnen.® Vor der Druckle-

gung korrigierte Ravel noch einige Stichfehle? lief3
YN’

,a la mémoire de Claudegeb sy” hj e
Ravel bekannte, daszgsiga Sqate\@in epunkt”
in der Entwi ar darstellte.® Die

A

Charakter. In de

T
icHe reduziert und als eine

schlichte Vj - AW Rhythmus ver-

u e oNEind@®®hfalls rar. Ungewdhnli

i z dtch das Metrum, das zygsc

N e Wkelt, wodurch die Viertelnd \
etont werdgh. Ledig te S m

spielerischer Wei cOWla S

en eines Kinderlieds, verbunden
velschen Gedanken. In allen vier
Kitzen stehen chromatische und modale Strukturen
anstelle einer gewShnlichen Dur-Moll-Tonalitat.

Auf der Basis des an sich unverzierten Notentextes
bediente sich Ravel avancierter Spieltechniken, die

7  Brief an Michel Dimitri Calvocoressi, 30. Januar 1922; {ibersetzt
nach: Michel Dimitri Calvocoressi, Ravel’s Letters to Calvocoressi.
With Notes and Comments, in: Musical Quarterly 27 (1941), Nr. 1,
S. 1-19. Auch gegeniiber Roland-Manuel gab Ravel zu, dass er das
Scherzo in seiner urspriinglichen Fassung ,viel zu ausschweifend”
und geradezu ,hésslich” fand; Brief vom 3. Februar 1922, in: LEE,
S. 194—195.

8 Vgl. die Briefe an M. D. Calvocoressi, 24. Marz 1922, und an
Henry Prunieres, 29. Mdrz 1922, in: LEE, S. 197 bzw. S. 198. Zur Be-
endigung der Komposition siehe auch das Schreiben an E. Robert
Schmitz vom 25. Mdrz 1922, in: LEE, S. 196-197.

9  Brief an Jacques Durand, 23. Mérz 1922, in: LEE, S. 195.

10 Maurice Ravel, Esquisse Autobiographique, in: LEE, S. 46.

11 Brief an M. D. Calvocoressi, 24. Mdrz 1922, in: LEE, S. 196-197.
Man mag darin vielleicht auch jene Tendenz im Paris des frithen
20. Jahrhunderts wiedererkennen, die Pablo Casals als Verweige-
rung spatromantischer, vorwiegend deutscher Musik bezeichnet
hat, eine Zeit, in der es ,nicht mdglich war, mit Debussy, Ravel
und sogar mit Fauré {iber Brahms zu sprechen”; zitiert nach Josep
Maria Corredor, Conversations avec Pablo Casals. Souvenirs et opinions
d’un musicien, Paris 1955, S. 213.
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(,Wir sind verriickt geworden!“?, erinnerte sich die

Geigerin), denn der Komponist liefs nicht die gerings-
te Unsauberkeit durchgehen, die er durchaus auch mit
Ironie kommentieren konnte. Es kam schlieSlich so-
gar zu Auseinandersetzungen: Héléne Jourdan-Mor-
hange unterstellte Ravel, er versuche das Cello Flote
spielen zu lassen und die Geige als Trommel zu be-
nutzen, und meinte, dass der Schwierigkeitsgrad viel
zu hoch und das Stiick deshalb nur von wenigen Vir-
tuosen spielbar sei. ,,Um so besser”, so die iiberlieferte
Reaktion Ravels, ,,da werde ich wenigstens nicht von

Amateuren vernichtet!”?3

Ravels neue Art zu komponieren, insbesondere die un-
gewohnte Behandlung der Streichinstrumente, stiefs
beim Publikum weitgehend auf Unverstandnis. Der
Komponist, der bei der Urauffithrung nicht zugegen
war,®* erfuhr von den Reaktionen nur aus zweiter
Hand - das Wort Massaker kursierte.® Offeliar hat-
ten die vermeintlich falschen Tone ej

Paphnis! Einige Kritiker
f und sprachen von Mode,
, w?Dsichtlich falschen Tonen.”* Zu-
gleich zeigte die Geigerin aber auch Verstandnis fiir
derlei Reaktionen, da man ganz besonderer musika-
lischer Einsichten bediirfte, um jenen Kompositions-
stil wiirdigen zu kénnen;? sie selbst empfand freilich
insbesondere die formale Struktur und innere Aus-

von S

22 Ebenda.

23 Ebenda.

24 Ravel hielt sich zu diesem Zeitpunkt in Lyon auf; vgl. Marcel
Marnat, Maurice Ravel, Paris 1986, S. 527.

25 Vgl. den Brief an Héléne Jourdan-Morhange, 9. Mai 1922, in:
LEE, S. 201.

26 HJM, S. 184.

27 Brief an Héléne Jourdan-Morhange, 13. Mai 1922, in: Chalupt,
S. 193.

28 HJM, S. 183.

29 HJM, S. 184.

geglichenheit des Werks als mustergiiltig.’® Als einer
der wenigen Fiirsprecher der Sonate dufserte Roland-
Manuel in seiner Rezension fiir die Revue musicale,
dass es sich um eines der bedeutendsten Werke Ra-
vels handelte, in dem die Balance zwischen der hellen
Klangfarbe der Violine und dem dunklem Celloton
meisterhaft gelungen und diese oftmals problemati-
sche Kluft mit Leichtigkeit und Klarheit {iberbriickt
sei.®! Zugleich beschrieb aber auch er das Werk als
,beunruhigende Komposition” (,,troublant ouvrage”),
welche sich durch eine extrem enge, zyklische Kon-
struktion und hochste Virtuositiat auszeichne.®?

Héléne ]ourdan—Mm’Wg pielagsmg 1
In ihren Erinnerungen an di e my@Mau-
rice Ravel hat Héle U1\ - RoTh e Reihe
interessanter lei d pretationsideen
s

ehalten, die im folgen-

fir ¢a Sq@ate
edeflieg@en seien. Vielleicht im Bewusstsein
r al@iberfus hart erlebten [volgier Ur-

hrung des Werks setzte si

die Warnung vor
ernsthafte g
rNch 198 3

kdmmt der Geigerin zuf

as e un
e ang er
N U en, be

as auf die Harmonien angewiesen
auf seine Stiitzpfeiler.’* Dariiber
inaus gab der Komponist den Interpreten hinsicht-
lich der Klangvorstellung die Idee mit auf den Weg,
dass die Violine — anders als im Klaviertrio, in dem
sie weich und katzenhaft klingen soll — hier rachstich-
tig (,vindicatif”) auftreten miisse, wahrend das Cello
dédmonisch (,démoniaque”) zu erscheinen habe.*® Zu
den einzelnen Satzen schreibt sie:

Im ersten Satz (Allegro), begleitet die Geige zunéchst;
ihr Klang muss ,innerlich” bleiben (man darf nicht
vergessen, dass die Geige von Natur aus selbst im
piano einen durchdringenderen Ton hat), um dem Cello
die Moglichkeit zu geben, das Thema ohne Druck voll
auszuspielen. Die Synkopen diirfen nicht gehetzt wer-
den. Dann hellt sich das Thema plétzlich auf: Hier ist

30 HJM, S. 188.

31 Roland-Manuel, Le Duo de Maurice Ravel (Société musicale indé-
pendante), in: La Revue Musicale, 3. Jg., 1. Mai 1922, No. 7, S. 160—-161.
32 Ebenda, S. 161.

33 HJM, S. 185.

34 HJM, S. 182.

35 HJM, S. 187.



ihm der Charakter eines Liedrefrains zu geben. Die
Heiterkeit ist jedoch nicht von langer Dauer. Das Cre-
scendo bringe Warme und intensiven Ausdruck, um
bald darauf zur linearen, Berceuse-artigen Einfach-
heit des ersten Themas zuriickzufithren.*® Insgesamt
hat der erste Satz einen siuerlichen , Geschmack”, der
nicht durch Diminuendi abgemildert werden darf.?”
Im Hinblick auf den zweiten Satz ist noch einmal
darauf hinzuweisen, wie wichtig Ravel die klangliche
Ausgeglichenheit (,,égalité sonore”) der beiden Instru-
mente war. Die Akzente auf der ersten Zihlzeit sind
deutlich, fast nervos, hervorzuheben — auch im Pianis-
simo (Grofitakt 2). Das kindliche Reigenthema muss
dann vor Freude geradezu platzen, mehrfach abrupt
unterbrochen durch kurze rthythmische Akkorde. Der
kadenzartigen Passage der Violine (Grofitakt 8 [recte
wohl T. 280ff]]), die anschliefend vom Cello aufge-
nommen wird, ist trotz genauer Takteinhaltung der

den, um sie spannend z

Charakter einer clownesken Improv'@tion Zh g
Die Tone diirfen dabei leicht & angdilfiel -

ch\lir
Thema wieder leise und ¥ e

oloncdo
lief3t.®
schonen Be-

immateriell und klar heraufbe-
ioline ist weniger vertraumt, sie
rase wieder auf und gerat aufier sich ...
Das grofie Crescendo reifit das Violoncello zu schar-
fen Reibungen hin, die es deutlich herauszuarbeiten
gilt. In diesem Spiel wilder Bestien (man kann sich
sehr gut einen jungen Tiger und einen grofien Léwen
vorstellen), kreischen die Harmonien und zerreifSen
sich ... Schliefilich atmet der junge Tiger durch, be-
ruhigt sich und nach und nach auch den Lowen. Das
schone Thema wird wieder aufgenommen, edelmiitig
und versohnlich. Die Raubtiere schlafen ...%

Das Finale, Vif, avec entrain (Munter, mit Schwung),
erweckt aufgrund der weiten, sich aus Violin- und

36 HJM, S. 185.
37 HJM, S. 183.
38 HJM, S. 185.
39 HJM, S. 185-186.

VI

Violoncellostimme aufaddierenden Akkorde oftmals
den Eindruck eines veritablen Quartetts. Der Satz
lebt von einem unerschiitterlichen Rhythmus und der
Frohlichkeit volkstiimlicher Reigen.** Das Violoncello
geht das erste Thema mit einem Springbogen an (,wie
ein mechanischer Hase”, hatte Ravel dazu gesagt) und
iibergibt es der Violine. Das immer wieder ansetzende
Decrescendo der folgenden gebundenen Achtelnoten
ist in tibertriebenem Mafle zu akzentuieren. Das zweite
Thema (Grofitakt g), von einem Triller im Cello beglei-
tet, prasentiert sich als eine ungezwungene Melodie,
die einfach verklingt. Dann hort man das Thema des
ersten Satzes ... Es wird vom Trill cht willkom-
men geheifien, d& stgtdess ‘i?en unschul-
digen Melodie wie cil\@bis ein drittes
Thema im a es es erscheint: ein
Mar Ie & Geschichte mit lustigen
en 3 le Arabesken der Violinbeglei-
tull h
n

en den flieBenden Klang einer zarten Harfe

i innerung zu rufd
Am Schluss reif3 \ .V allgr Themen mit
sich fort, diggsi | % Her @@ ander ins Wort

ndgllich! #en Weg abschneiden.

VR Z akten muss man hier_nic
gPcfatie, sondern den gesarpte . W
9,

er Ta

n
uns
es unerlasslich,
cn beherrscht zu

unterschiedlichen Eindriicke, und die
erdndert sich je nach Stimmungsgehalt
des Themas. Das Finale endet im Wahnsinn eines
rhythmischen Hohepunkts, mit allergrofiten Bogen-
strichen auf den straffen, kanonartig gefiihrten Vier-
telnoten der letzten Seite.*!
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INTRODUCTION

Maurice Ravel composed his Sonata for Violin and
Violoncello between 1920 to 1922.! He wrote it to ful-
fill a commission from Henry Pruniéres, who sought
contributions from leading artists and musicians for
the second issue of his Revue musicale? a special is-
sue “consecrated to the memory of Claude Debussy.”?
Ravel submitted his manuscript on 18 August 1920
with the words, “Dear Sir, I hereby send you the first
movement of my duo for violin and cello by regis-
tered mail. When the engraver no longer needs the
manuscript, please be so kind as to return it to me,
for my sketches are not entirely identical to this copy.
Please do not forget to obtain permission to print this
fragment from my publisher.”

The special issue with the first movement (‘Ravel’s
sonata, the Allegro, appeared on 1 Dece
months later, on 20 August 1921,
progress on the third movement
and another two months later he
the gj Qeompletion.®

e scherzo is

dea of writing a duo for violin
an #ry 1919 to Louis Durey: “Among my
projects 15 POIin and cello.” Quoted from Arbie Oren-
stein, ed.: Maurice Ravel: Lettres Ecrits Entretiens (Paris, 1989) [here-
inafter LEE], p. 170.

2 On the periodical Revue musicale, founded by Henry Prunieres
in 1920, see Michel Duchesneau: “La Revue musicale (1920—1940)
and the Founding of Modern Music,” Music’s Intellectual History,
ed. Zdravko Blazekovi¢ and Barbara Dobbs Mackenzie (New York,
2009), PP. 74350, €Sp- P. 743

3 The other figures Prunieres contacted were André Suares,
Alfred Cortot, Manuel de Falla, Désiré-Emile Inghelbrecht, Emile
Vuillermoz, Louis Laloy, and Alfredo Casella.

4 Translated from LEE, p. 184. Despite Ravel’s request, the manu-
script was evidently never returned to him, and the autograph’s
whereabouts are unknown. The source situation is discussed in
the Critical Commentary.

5 Letter of 20 August 1921 to Roland-Manuel, in René Chalupt
and Marcelle Gerar: Ravel au miroir de ses lettres (Paris, 1956) [here-
inafter Chalupt], p. 181.

6 Letter of 29 October 1921 to Roland-Manuel, in Chalupt, pp. 185—
86. Ravel had already said much the same to Ernest Ansermet; see
his letter of 20 October 1922 in LEE, pp. 190—-91.

way I'd wanted it, so I began it again from scratch.”’
When he finally finished the movement in March he
decided, in consultation with his publisher Durand,
to publish the work not as a duo, but, in view of its
length, as a sonata.® Before it went to press he cor-
rected a few engraver’s errors and added the words
“a la mémoire de Claude Debussy.”®

Ravel admitted that the sonata marked “a turning
point” in his artistic evolution.”’ He reduced usic
to essentials and called i? “
ments.”!! Indeed the piec
relatively unmelodi 0
Its first thr S
qua s Yad t&s; tremolandos to cloud

rNthn{ & re\@kewise few and far between. No less

is e meter of the se

it and

chin WERnNstru-
i
ju

haracter.

e inated by plain

us
lates between % and 2

on the quarter-note
fully adoptg

®

e Piano Trio (1914) and the String
ould form the groundwork of his
ter string music, including the Tzigane (1927) and the
Violin Sonata (1927). Hélene Jourdan-Morhange, who
gave the premiere of the Sonata for Violin and Violon-
cello with the cellist Maurice Maréchal, recalled that
Ravel, driven by a strong urge to probe new forms

7 Letter of 30 January 1922 to Michel Dimitri Calvocoressi, trans-
lated from Michel Dimitri Calvocoressi: “Ravel’s Letters to Calvo-
coressi, with Notes and Comments,” Musical Quarterly 27 (1941),
no. 1, pp. 1—19. Ravel also confided to Roland-Manuel that he found
the original form of the scherzo “much too self-indulgent” and al-
most “ugly.” See his letter of 3 February 1922 in LEE, pp. 194—95.
8 Letters of 24 March 1922 to M. D. Calvocoressi and 29 March
1922 to Henry Pruniéres, in LEE, pp. 197 and 198. On the comple-
tion of the piece see also the letter of 25 March 1922 to E. Robert
Schmitz in LEE, pp. 196—-97.

9 Letter of 23 March 1922 to Jacques Durand, in LEE, p. 195.

10 Maurice Ravel, “Esquisse Autobiographique,” LEE, p. 195.

11 Letter of 24 March 1922 to M. D. Calvocoressi, in LEE, pp. 196—
97. Perhaps this recalls the early twentieth-century Parisian trend
that Pablo Casals referred to as the renunciation of late-romantic
music, primarily of the German variety. It was a period in which
“it was impossible to speak of Brahms with Debussy, Ravel, or
even Fauré.” Quoted from Josep Maria Corredor: Conversations avec
Pablo Casals: Souvenirs et opinions d'un musicien (Paris, 1955), p. 213.
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ence. Being absent from the premiere, he learned of
the reactions at second hand; the word “massacre”
was bruited about.” Evidently the purportedly wrong
notes had such an unexpected impact that listeners
held the performers responsible for them and im-
pugned their musicality, as Jourdan-Morhange recalled
with amusement.?® Nonetheless, Ravel scheduled a
second performance for 16 May 1922 and announced,
tongue in cheek, that if it should be as “poor” as the
first, he would protest in the American manner by
clapping his hands and then beg for forgiveness in
the artists’” café Le Boeuf sur le Toit.”

Not only did the audience react violently, so did
the press. As Jourdan-Morhange later recalled: “Much
ink was spilled over the Duo; even Ravel’s defenders
could no longer find a reason to love him. How far
removed it is from the beauties of Schéhérezade and
Daphnis! Some critics got truly incensed and spoke
of fashion, snobbism, and deliberate wrog ‘)tes.”28
Yet the violinist also expressed undegstan or
actions of this sort, as special mul i

W, e
er

e and

hearsi g
esting performance suggestions and ideas for all four
of the sonata’s movements. We summarize them be-
low. Perhaps mindful of the rehearsals for the work’s
premiére, which she found very arduous, she prefaces

24 Ravel was staying in Lyons at the time; see Marcel Marnat:
Maurice Ravel (Paris, 1986), p. 527.

25 See his letter of 9 May 1922 to Héléne Jourdan-Morhange in
LEE, p. 201.

26 HJM, p. 184.

27 Letter of 13 May 1922 to Héléne Jourdan-Morhange, in Cha-
lupt, p. 193.

28 HJM, p. 183.

29 HJM, p. 184.

30 HJM, p. 188.

31 Roland-Manuel: “Le Duo de Maurice Ravel (Société musicale
indépendante),” La Revue musicale 3, no. 7 (1 May 1922), pp. 160-61.
32 Ibid., p. 161.

her comments with a warning that they are intended
only for “concerned virtuosos,” adding that “the ama-
teur may neglect this information.” %

According to Jourdan-Morhange, two aspects are
of fundamental importance to the sonata as a whole.
First, Ravel was keen to obtain an optimal balance of
sound between the violin and cello. Cellists, he felt,
are always tempted to accompany, and often fail to
notice just how much damage their restraint does to
the ensemble sound, which relies on harmonies just
as a building relies on its foundations.** Second, the
composer gave his performers a piece of advice con-
cerning the instrumental sonority: the violi said,

must sound “vindictive,” ?ﬂi the Pj rNMwhere
it should be gentle and catly T cel\@ must
be “demonic.”*® Hergg shi@has bout the

separate mo

hfbpeing Wovement (Allegro), the violig initially
comWnies, and its sound m j

ve the cello a chance to st
pressure (it must
its very na

pi T

t ‘

N2 T
ot last long

inted out how important Ravel found the balance of

use-like
opening

sound between the two instruments (“égalité sonore”).
The accents on the downbeat must be crisp, almost
nervous, even at pianissimo (rehearsal no. 2). The child-
like roundelay theme should virtually burst with joy,
brusquely interrupted by short rhythmic chords. The
cadenza-like passage in the violin at rehearsal no. 8
(probably recte mm. 280off.), which is then taken up
by the cello, must sound like a clownish improvisa-
tion while remaining strictly in time. Its notes may be
taken slightly from below to enrich the attack. Then
the theme returns, softly and very precisely.

The melody in harmonics at rehearsal no. 17 must
be very fluent, with no discontinuities despite the
change of timbre. A gigantic crescendo between re-
hearsal nos. 19 and 20 leads back to the mocking

33 HJM, p. 185.
34 HJM, p. 182.
35 HJM, p. 187.
36 HJM, p. 185.
37 HJM, p. 183.
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theme, sparked by a carefree glissando from the cello
and ending with a brilliant spiccato.?®

The third movement (Lent) recalls the beautiful
opening of the Lento in the Piano Trio and requires the
same calm and rounded sonority. The crescendo in the
violin (rehearsal no. 2) must be enormous — a parox-
ysm of despair. It is whisked away by a mysterious pi-
anissimo, a tissue of filaments from the vale of a dream
landscape conjured up ethereally yet distinctly by the
cello. But the violin is less moonstruck: it resumes its
phrase and goes wild ... The great crescendo carries
the cello away into grating dissonances that must be
clearly brought out. In this game of ferocious animals
(we can easily imagine a young tiger and a large lion),
the harmonies scream and tear themselves apart ...
Finally the young tiger takes a deep breath and calms
down, as does the lion. The beautiful theme returns,
noble and conciliatory. The predators sleep ...

vering
ndelay.*’ The
a saltando bowstroke
n

38 HJM, p. 185.
39 HJM, p. 185-86.
40 HJM, p. 184.

The finale, marked Vif, avec entrain (hisk, wit %
often conveys the impression of a 8
P b d@in
, ¥ . n

the character of a march appears: a march that tells a
well-behaved little story with elements of merriment.
The arabesques in the violin accompaniment must re-
call the flowing sound of a delicate harp.

At the end a roundelay sweeps away all the themes,
which come together, interrupt each other, and trip
over each other’s feet. Not only the sound but the mu-
sical expression as a whole must change completely
within the space of two bars (Schumann has accus-
tomed us to such capricious leaps within two bars ...).
It is essential that the performer submit to the com-
poser’s thoughts, for then his technique will naturally

follow the flow of these contrastin ressions and

on the final page.*!

the sound will cgang@with oWl of the theme.

The last movemen n dif@ss of a rhyth-

mic climax g }‘V st attack the tight
1QVTT

uar‘o

hiversity of Texas (Austin

TUNN), [sabelle Faust (Berlin), a
Ourghanks als@@exte udu
of Barenreiar (Iss

Juliette Appold
Douglas Woodfull-Harris
November 2012

(translated by ]. Bradford Robinson)

41 HJM, pp. 186-87.



INTRODUCTION

Maurice Ravel composa sa Sonate pour violon et vio-
loncelle entre 1920 et 1922. Il I'écrivit pour satisfaire a
une commande d’Henry Prunieres, qui avait sollicité
des contributions d’artistes et de musiciens de premier
plan pour le deuxieme numéro de sa Revue musicale?,
numeéro spécial « consacré a la mémoire de Claude De-
bussy® ». Ravel soumit son manuscrit le 18 ao(it 1920
dans les termes suivants: « Cher Monsieur, Je vous
envoie, recommandé, le 1°* mouv[ement] du duo pour
vlioJlon & vliolonclelle. Vous serez bien aimable de me
renvoyer le manuscrit dés que l'imprimeur n'en aura
plus besoin, mon brouillon n’étant pas tout a fait con-
forme a la copie. N'oubliez pas de demander a mon
éditeur l'autorisation de reproduire ce fragment. »*
Le numéro spécial, qui comportait le premggr mou-
vement de la sonate de Ravel, I’Allegrg

plis dans le troisiéme mouvement
tard g mygouveau que X

€ de composer un duo pour
re du 28 janvier 1919 a Louis
Ftrouve un duo pour violon et vio-
loncelle.> Rrbie Orenstein, éd., Maurice Ravel : Lettres
Ecrits Entretiens (Paris, 1989) [ci-aprés LEE], p. 170.

2 Sur la Revue musicale, fondée par Henry Pruniéres en 1920, voir
Michel Duchesneau, « La Revue musicale (1920—1940) and the Foun-
ding of Modern Music », Music’s Intellectual History, éd. Zdravko
Blazekovi¢ et Barbara Dobbs Mackenzie (New York, 2009), p. 743-
50, en part. p. 743.

3 Les autres personnalités contactées par Pruniéres étaient An-
dré Suares, Alfred Cortot, Manuel de Falla, Désiré-Emile Inghel-
brecht, Emile Vuillermoz, Louis Laloy et Alfredo Casella.

4 LEE, p. 184. Malgré la requéte de Ravel, il est clair que le ma-
nuscrit ne lui fut jamais retourné, et ce manuscrit ne peut étre lo-
calisé. La situation des sources est analysée dans le Commentaire
critique.

5 Lettre du 20 aofit 1921 a Roland-Manuel, dans René Chalupt et
Marcelle Gerar, Ravel au miroir de ses lettres (Paris, 1956) [ci-apres
Chalupt], p. 181.

6 Lettre du 29 octobre 1921 a Roland-Manuel, dans Chalupt,
p- 185-86. Ravel avait déja déclaré a peu pres la méme chose a
Ernest Ansermet; voir sa lettre du 20 octobre 1922 dans LEE,
p- 190—91.

que javais voulu, et 'ai recommencé. »” Une fois qu'il
eut enfin terminé le mouvement en mars il décida,
en consultation avec son éditeur, Durand, de publier
I'ceuvre non pas comme duo, mais, en raison de sa
longueur, comme sonate®. Avant quelle aille a I'im-
pression, il corrigea quelques erreurs de gravure et
ajouta les mots «a la mémoire de Claude Debussy. »’

Ravel a reconnu que la sonate marquait un « tour-
nant » dans son évolution artistique.” Réduis mu-

sique a ses éléments esser"el aap o-Qllre une
«machine pour deux instru 2 t, Jlec ses
motifs répétitifs et m@di musique
tr,
s

a exactement remiers mouve-

7

me OWiné ples noires et croches;
e tNyrolando qui risqueraient d'obscurcir
rytNe nt-ils rares et esy ue du

iéme mouvement n’e

: o-classiques, avec le re-
mdTtifs tres rythmiques e u
elodiques évoquant ceux & a
desg qu'on
\Y

quer d’identifier cggame

es. Les

es techniques d’interprétation qui dépassent de
beaucoup celles exigées dans le Trio pour piano (1914)
et le Quatuor a cordes (1903) et qui allaient caractériser
sa musique pour cordes ultérieure, comprenant no-
tamment Tzigane (1927) et la Sonate pour violon (1927).

7 Lettre du 30 janvier 1922 a Michel Dimitri Calvocoressi, citée
d’apres Michel Dimitri Calvocoressi, « Ravel’s Letters to Calvoco-
ressi, with Notes and Comments », Musical Quarterly 27 (1941), no 1,
p- 1—19. Ravel confia également a Roland-Manuel qu'il avait trouvé
le scherzo, sous sa forme originelle, « beaucoup trop développé » et
presque « moche ». Voir sa lettre du 3 février 1922 dans LEE, p. 194-95.
8 Lettres du 24 mars 1922 a M. D. Calvocoressi et du 29 mars
1922 a Henry Prunieres, dans LEE, p. 197 et 198. Sur l'achevement
de l'ceuvre, voir aussi la lettre du 25 mars 1922 a E. Robert Schmitz
dans LEE, p. 196—97.

9 Lettre du 23 mars 1922 a Jacques Durand, dans LEE, p. 195.

10 Maurice Ravel, « Esquisse Autobiographique », LEE, p. 195.

11 Lettre du 24 mars 1922 a M. D. Calvocoressi, dans LEE,
p- 196—97. Ceci peut faire songer a la tendance, dans le Paris du dé-
but du vingtiéme siecle, que Pablo Casals a décrite comme le rejet
de la musique romantique tardive, principalement dans sa variété
allemande. C’était une période ou « il n'était pas possible de parler
de Brahms a Debussy, a Ravel et méme a Fauré ». Cité d’apres Josep
Maria Corredor, Conversations avec Pablo Casals: Souvenirs et opinions
d’un musicien (Paris, 1955), p. 213.
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tambour, prétendant que l'ceuvre était bien trop diffi-
cile et ne pourrait étre jouée que par une poignée de
virtuoses. « Tant mieux ! est-il dit avoir répondu ; ainsi
je ne serai pas assassiné par les amateurs ! »*

Le nouveau style de composition de Ravel, et en
particulier son traitement inhabituel des instruments
a cordes, rencontra dans I'ensemble I'incompréhension
du public. N'ayant pas assisté a la création,* le compo-
siteur fut informé de ces réactions de seconde main;
le mot de « massacre » circula.” De toute évidence les
fausses notes supposées avaient eu un effet si inatten-
du que les auditeurs en rendirent responsables les in-
terpretes et mirent leur musicalité en doute, comme
le rappelle Jourdan-Morhange non sans amusement.?
Néanmoins, Ravel programma une seconde exécution
pour le 16 mai 1922 et annonga malicieusement que si
elle était aussi « mauvaise » que la premiere il protes-
terait, a I'américaine, par ses applaudissements puis

irait se faire pardonner au cabaret artistiqlae |@ Boeut
g‘

sur le Toit.?”

Non seulement le public ava vi@lenie
mais la presse fit de méme. Comm!
le rappellerait plus tard, «le Duo f

d’en

coup

ampions de la sonate
fa critique pour la Revue
sait de I'une des créations

les pId de Ravel, qui obtenait un équi-

libre magistral entre le timbre brillant du violon et la
couleur grave du violoncelle et traitait cet écart sou-
vent délicat a combler avec aise et lucicité.?! Mais il
la qualifiait aussi de « troublant ouvrage », caractérisé

23 Ibid.

24 Ravel séjournai alors a Lyon ; voir Marcel Marnat: Maurice Ra-
vel (Paris, 1986), p. 527.

25 Voir sa lettre du 9 mai 1922 a Héléne Jourdan-Morhange dans
LEE, p. 201.

26 HJM, p. 184.

27 Lettre du 13 mai 1922 a Hélene Jourdan-Morhange, dans Cha-
lupt, p. 193.

28 HJM, p. 183.

29 HJM, p. 184.

30 HJM, p. 188.

31 Roland-Manuel, « Le Duo de Maurice Ravel (Société musicale
indépendante) », La Revue musicale 3, n° 7 (1*" mai 1922), p. 160—61.

par une construction cyclique extrémement serrée et
un maximum de virtuosité.?

Les indications d’exécution

d’Héléne Jourdan-Morhange
Héléne Jourdan-Morhange, dans ses souvenirs des ré-
pétitions avec Ravel, nous a laissé un certain nombre
d’intéressants conseils d'interprétation et commentaires
pour chacun des mouvements de la sonate. Nous les
citons et paraphrasons ci-dessous. Visant peut-étre les
répétitions précédant la création, qu'elle avait trouvé
tres ardus, elle préface ses commentaires de l'avertis-
sement qu’ils s'adressent exclusivement a d irtu-

oses soucieux d’exactitudsy dutant 1Mrofane
pourra [...] négliger » ces e

Selon Jourdan-M e!& a‘;ent d'une

importance r onate dans son

i e1lller avel tenait a aboutir a un

i oroptimal entre violon et violoncelle.

listes, estimait-ifsont to tentés

ompagner et souvent nar se gendre

compte a quel poi . aPsonorité
) ‘ a i

d’ensemble €

A

es tout comme

dations.3* Le second est
i ete
i ' D
j i b

gne; sa sonorité doit rester «en dedans» (ne pas

oublier qu’il sonne plus que le violoncelle, méme dans
le piano) pour laisser au violoncelle la faculté de pré-
senter le theme sans emphase.

Ne pas presser les syncopes.

Tout a coup, le theme ségaye: lui donner l'allure
d'un refrain de chanson; mais la gaité n'est pas de
longue durée; le crescendo améne la chaleur, 'expres-
sion intense, pour revenir a la courbe linéaire de la
« simple histoire » quasi-berceuse du premier théme.*

Lensemble de ce mouvement initial a une « saveur »
légerement acide qu‘il convient de ne pas adoucir par
des diminuendos.”

Dans le second morceau, jai déja dit combien Ravel
tenait a l'égalité sonore des deux instruments: mar-

32 Ibid., p. 161.
33 HJM, p. 185.
34 HJM, p. 182.
35 HJM, p. 187.
36 HJM, p. 185.
37 HJM, p. 183.

XIII



quer nerveusement l'accent demandé sur le premier
temps, méme dans le pianissimo (n° 2); la encore, le
theme de ronde enfantine éclatera de gaité, interrompu
par les brusques arréts trées rythmés des brefs accords.
Au n° 8 [recte mes. 280 et suiv.?], 'espéce de cadence
du violon, reprise ensuite par le violoncelle, doit don-
ner, malgré le respect de la mesure, I'impression dune
improvisation clownesque : on peut prendre les notes
légerement par en dessous, pour étoffer l'arrivée ... et
le théeme reprend piano et trés précis.

Au n° 17, le chant en notes harmoniques sera tres
continu aux deux instruments; il ne faut pas sentir
d’arrét malgré le changement de timbre. Enorme cre-
scendo de 19 a 20 qui rameéne le théme goguenard [...]
qu'éclabousse un glissando du violoncelle pour finir
sur un brillant spiccato.®®

Le lent [troisieme mouvement] rappelle le beau début

du lento du Trio. Il y faut le méme cgyme et

rondeur sonore, le crescendo 3 9 n

doit étre immense : paro{gg arig. ..
i i tis

escamoté par un pianissi en fils

(avec entrain) », « donne, sou-
fi véritable quatuor », « grace aux
gués du violon et du violoncelle ».
Fythme inébranlable et une gaité de ronde

populaire. »*
Le violoncelle attaque le théme avec un archet rebon-
dissant (« comme un lapin mécanique », disait Ravel)

et le repasse au violon; les croches liées qui suivent

38 HJM, p. 185.
39 HJM, p. 185-86.
40 HJM, p. 184.

X1V

seront excessivement accentuées dans leur lié de cre-
scendo.

Le second theme (n° g9), quaccompagne le trille du
violoncelle, est une phrase désinvolte qui passe sim-
plement, sans facon; puis, le theme du premier mor-
ceau montre l'oreille ... Il est mal regu par le trille qui
donne de nouveau la parole a la petite phrase inno-
cente, jusqu’a l'apparition d'un troisieme théme, qui
est un genre de marche : une marche qui raconte une
petite histoire sage, avec de fins éclats de rire conte-
nus ; les arabesques qui forment 'accompagnement de
violon doivent évoquer la fluidité sonore d'une harpe
discrete.

La fin nous exa‘ai dan rqde de tous les
themes qui se resserr i P se barrent le
passage, si L X on doit pouvoir,
non NYRT orité, mais d’expression

le\@Sch ndus a habitués a ces sautes fan-
tasgie g n

deux mesures...) Il est indispensable pour

‘in®rprete d’étre do de l'auteur, la

technique suit na urbg des nuances

subies par r doit changer

selg

u
e ans la folie du paroxysme
eC de tres grands coups darc¥et piir
uq@lles noires gerrées, en cano e @ ba
R %ME

uglé s exprimer notre gratitude a la Biblio-
que M§gan (New York), a la Collection Rudolf
Grumbacher (Fondation Paul Sacher, Bale), au Harry
Ransom Center a I'Université du Texas (Austin), ainsi
qu'a Andrea Campora (Turin), a Isabelle Faust (Berlin)
et a Denis Herlin (Paris). Nos remerciements s’adres-
sent également a Gudula Schiitz de la firme Baren-

reiter (Cassel).
Juliette Appold
Douglas Woodfull-Harris
Novembre 2012
(traduction francaise: Vincent Giroud)

41 HJM, p. 186-87.



Facsimile 1: From MM of Sonate en quatre parties pour violon et violoncelle (Basel, Paul Sacher Foundation, Rudolf Grumbacher Col-
lection, shelf number 403 a-b). Showing the earliest working score of movement II with the violoncello fingering in mm. 18-32 and
the original version of mm. 42-48 crossed out and the new version entered below it.
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Facsimile 3: From S of Sonate en quatre parties pour violon et violoncelle (Harry Ransom Humanities Research Center, University of
Texas at Austin, Box-folder 302.10). Showing the metronome marking (non-autograph), the violoncello fingering in mm. 42-48 is
lacking, and the entries at the foot of the page by the publisher Durand, implying that at the time the manuscript was prepared by
Durand for engraving, that the 1 movement was not bound or together with the other movements.
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CRITICAL COMMENTARY

[AY] Autograph of movement I, which may also have served as
manuscript for Fel; presumed lost.

Fe! First edition of movement I initially published in a special
issue of La Revue Musicale with a charcoal sketch on the cover by
Raoul Dufy entitled “TOMBEAU / DE CLAUDE DEBUSSY” by Du-
rand & cie. Paris 1920. It contains the following works: Paul Dukas
(La plainte, au loin, du faune ...), Albert Roussel (Laccueil des Muses),
G. Francesco Malipiero (Hommage), Eugéne Goossens, Béla Bartok,
Florent Schmitt (Et Pan, au fond des blés lunaires, s‘accouda), Igor Stra-
vinsky (Fragment des Symphonies pour instruments a vent a la mémoire
de C. A. Debussy), Maurice Ravel (Duo pour Violon et Violoncelle —
pp- 24-29), Manuel de Falla (Homenaja pour Guitare), and Erik Satie
(En souvenir d'une admirative et douce amitié de trente ans).

HJM Autograph manuscript of movements II-IV currently held
on deposit at the Morgan Library, New York in the Robert Lehman
Collection (R252.5698). The manuscript is notated on 20 pages_of

23 x 30,5 cm. sized paper with 22 pre-lined staye@t was paevi
owned by the violinist Héléne Jourdaga) orﬁ or S
i Tsi
" h s

ontains

black ink with only sporadic bowing
bering indications. Some bars have been
crossed Outand rewritten in black pencil and ink, some markings
are also in blue pencil and red/orange pencil.

The manuscript contains rehearsal numbers and these corre-

spond with those found in Fe.

MM This autograph manuscript was purchased in 1977 by the
Parisian book dealer Marc Loliée from the estate of Maurice Ma-
réchal at the auction house Drouot (auction article number No. 81);
it was then purchased from Loliée in March 1978 by Rudolf Grum-
bacher. The autograph lacks movement I. It is presently held in the
Sammlung Rudolf Grumbacher (shelf number 403 a-b) in the Paul
Sacher Stiftung, Basel.

MM is notated on pre-lined 23 x30,5cm. sized paper with
22 staves (movement III is a single leaf notated on both sides on
pre-lined 16 stave Bach format paper). Movement II is notated
on 5 pages with page 6 left blank. It is written in black ink with
some fingering added in black pencil. There are some crossed out
bars rewritten in a purple ink and some markings in blue pen-

XVIII

g
te
er.
- ¢ Title

cil and one note is crossed out in orange crayon. The purple ink
is presumably in Ravel’s hand, the blue crayon and black pencil
emendations probably stem from the performers.

The first page of Movement II has been written out a second
time on a separate leaf with the pagination 1 and includes numer-
ous corrections in ink and pencil. The early versions in MM and
HJM presumably reflect a version written out after Ravel sketched
out the work but before having it tried out by players. The cor-
rected pages then reflect a stage after the work was performed but
before preparing the Stichvorlage.

Movement III is a single leaf with the pagination 7-8. It also
contains emendations in purple ink and erous pencil mark-
ing the majority of whicja are fingas

Movement 1V h&the 3
movement also cont rat1 in gur

age 18 is blank). This
ink as well as black

and bluegpe
ticgorl aining only movements II-IV, with pagina-
tioNl-1§and at the foot of page 16

il, 1920. Presently held
n tAe Charlton Lake CogRct Bg @ ]
Texas, Austin.

f @ ba
“‘)ry; formerly owned by Louj

st edition SONATE / poigs

partR first edi violiggagore of ; i
owned by Hélen§ou rhang
Morgan_Lj & 8 wgs clear}
e S 1€ ed with §Bditional paper. Her name
co

r of the part.

above, first edition violoncello score of the work;
copy consulted was owned by Héléne Jourdan-Morhange and is
presently held in the Morgan Library.

The La Revue Musicale movement I differs from Fe not only because
they are separate engravings, but especially regarding articula-
tion. A quick glance at the Critical Commentary below reveals the
array of markings not found in Fel, but in Fe. It is fair to assume
that these changes were the result of Ravel working through the
work with Maurice Maréchal and Hélene Jourdan-Morhange.

The metronome marks do not appear to be autograph, but rather
are in the hand of the other entries at the foot of the page such
as the copyright-indication. No metronome marks are found in
either MM or HJM.

The main sources for the present edition are Fe!, Fe and S. For
possible lapses in S HJM and MM have been consulted. Although
these manuscripts are not main sources, they do reveal the work
in the development process and show how Ravel worked with per-
formers, striving to make his composition as idiomatic as possible.
Important earlier readings from HJM and MM are found in the
Critical Commentary and the two Appendices.



EpitoriaL NOTE

Ravel notated cautionary accidentals in round brackets in his man-
uscripts and this was custom was taken over in his published mu-
sic. These accidentals are presented in small print in the present
edition in an effort to provide an unimpaired performing score.
Ravel neglected to notate whole-bar rests in S; these were however
amended by the engraver.

All editorial emendations are indicated in square brackets or
with dashed slurs, ties and hairpins.

Mouvement I

All autograph sources to this movement prove untraceable. Fe!,
the first edition of this movement, presents a different engraving,
title and copyright and is of singular importance, especially re-
garding the genesis of the composition. In the publication of Fe',
both parts are engraved in the same size, not with one larger than
the other as in Fe.

1 vn Fe! novVvton.1

6 vc Fe! no°ton.1

7 vn Fe! slur only from nn. 2-3 and not i“o‘. 8;
engraver error

10 vc Fe' no staccato dash to n. (

11-12 vc Fe!'  slur from m. 11 n. 3 to iy of

slur only in m. 12 nn. 2

18 vn g 1

P ve —— ends wi
begins at n®

€ impression that these
€ haphazardly engraved
—— editorially extended par-
0 m. 149 (see above m. 150, 154)

no fingering, and no 4° Corde in m. 158

153

157-58 vc Fel

159 vn Fe'  #ton. 3, presumably engraver error in Fe
166, 174 vc Fe'  no % to n. 1; engraver error

168 Fe!  no Revenir au Mouvt

176 vce Fe'  no 1¢ Mouv'

231, 233, 235, 237,239,241 vc Fe! no f

236 vn Fe!'  continuation line for sur Sol only throughn. 1,
engraver error

240-41 wvn Fe' slurfomn.2bton.1e¢’

241, 243, 245 vn Fe! tenuto dashes to n. 2 instead of >

243-46 vc redundant & to n. 2 in each bar

257 vn Fe no tenuto dash ton. 1

258 vn FeVc n. 1 incorrectly engraved as b’
261 vn Fe' slur from nn. 1-2

263 vn Fe' no slur from nn. 2-3

Mouvement II

No metronome Marking in MM or HIM

2 ve MM ff altered to fin black pencil

5-16 S notated with four-bar , the =— is however

there from the 2-4'" repetitions.

17, 19, 21, 23, 25, 27, 29, 31, 33, 35, 37, 39, 41, 43, 45, 47, 49-56

vn MM no > to n. 1 (the >s are however there

in the earlier versions of MM and HJM of
mm. 17-31 and as they are present in Fe
they were presumably overlooked by Ravel

when copying this page)

31 vn S > added in pencil

31, 45 ve S no continuation of the slur from m. 30 follow-
ing line break

38 vc MM :nothton.2

42-48  vc MM in early@brsifgde ofllletely re-
written, milQp. X

49 vce MMg ? ki d of s

49-56 rom
A €

A\ no articulation

,54 vn
ve S
ve
ve
n
n 5 added in pencil
13 S in both bars originally d, altered in red
ink with “mi” written below the notes

113-23  vc in MM under n. 2 in pencil “ré” because e is
written, in S d is notated and in red ink “mi”
added presumably by Ravel.

121-3 ve S n. 2 of each bar originally d, altered in black
pencil (by engraver based on 113-4?) to Fe
reading

148 MM fp marked between the staves

236 ve ¢ taken from HJM

344 vc MM —= begins here not as in Fe two bars later

368 vn MM, HJM chord reads f&+ct”+f2” (in HIM how-

ever there appears to be a ¢ before a’ although
the note-head a’ is not notated)

369 vn MM, HJM octaves g + g’ notated, g’ crossed out in
HJM but not in MM

372, 376, 380, 384 vc MM upper note(s) fz not a#

373,377,381 vn HJM originally g + g’, then g’ crossed out in
blue pencil

389,391 vn HJM n. 1 originally f# then altered in black pencil

toa’
405 vc MM the == begins here already with n. 2
420 MM  Beaucop moins vif; mp changed to just p

423 vn in MM ¢ to n. 2, this not taken over into S or

Fe, engraver error

XIX
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142
146

146-47

147
148

151
152
157
158
159
164
165
166

168

201
207

220-21
222

223
226
226-29
227
228
229
231

232

vn
vcC

vC

vC
vC

vcC
vC
vC
vC
vC
vc
vC
vn

vC

vC
vn

vC
vn

vC
vC
vC
vC
vC
vc
\%e

vn

S
MM

MM

MM

HJM,
HJM,
MM

MM
HJM,
HM,
HM,
HIM,
MM

HIM

HM

MM

MM
MM

MM
MM
MM
HJM,
HIM,

no chord arpeggio symbol 255 ve MM f

staccato dashes to nn. 1-2 (open strings, so 255f., 257f.  vc in MM originally two notes to a slur,
clearly not fingering 1) this corrected to one slur over both bars, this
originally —= over two bars, this then reading found in HJM, S and Fe
changed to —= under m. 146 and = 255-60 vc MM no two bar =s

under m. 147 261 ve S ——, engraver omission

in black pencil below m. 145 (but this per- 265 ve HIM, MM no=ton.1

haps pertaining to m. 146) “sans touché” (?) 266 ve HM, MM fton. I, nonton.1

meaning softly, but not over the fingerboard 267 ve MM no staccato dot to n. 3

only —= taken over, presumably engraver 268 vc HJM, MM no staccato dots

omission 271 ve MM =stonn.1-4

MM no°ton.1 272 vc MM pton.1

MM no = ton. 2 273 vce MM staccato dots to nn. 4-5

mp to n. 2 or == to mf (n. 1 in m. 149) 289 vc HM, MM, S =ton.3

n. 1 perhaps ¢’ (unclearly written and quite 301 vc MM staccato dots and portato slur tggnn. 2-3

MM no tenuto dash ton. 1

low for d’) 305 ve MM staccato dots jo nn. 1-
portato dots to nn. 3-4 306 ve MM n. 1. willst staccato dot;
MM no staccato dot to n. 1 nn. 3-4 tatOgRur
MM no tenuto dashes 309,311 ve M t 1, W5 tato slur to
st

MM  slur from nn. 1-2 10, ots to nn. 1-2
staccato dot to n. 1; staccato dots‘o‘m 4-5 A staccato dot tgn. 3
staccato dots to nn. 1-2 6 Ve M
g + f + ¢”, this chord b¥ick ci ve MM
and ré written above t 318 vce MM
mf 320 ve
323
is altered to p (de la pointe) ngklur from n. 3 ton. 1 in m. 32
&2 in MM; slur origi \ dots to nn. 1-4 and po
out in Ack in
gerhap ove t 27 vC
put S?) 328 ve
332
3
ton. 2, d d 3 C
4
n. 2 S small C) for top note trill missing, probably
add analogue m. 332 in proofs
aver error 343 vc MM =ton.1and trsign; no= ton. 2
344 ve MM “p subito”
in HIM —= with p at bar begin written in
blue ink, also in MM —= begins with n. 1
mf ton. 2 FeVc no p to vn part
nopton.1 348f. vc MM no ties to Bbs, Abs, Gts
slurs added in blue pencil, these taken over 352 ve HM, MM :#toC:n.5
into S and Fe 358 vc HJM, MM no staccato dot to n. 4
no slur from n. 4 to n. 1 in m. 221 HJM slash through n. 4 stem crossed out in black
glissando line from nn. 1-2 only in this source, pencil
engraver error 360f. vc HJM, MM no ~ over the bar line
staccato dots to nn. 1-4 361 vc MM staccato dotstonn. 1, 4, 5
no > to n. 1; no staccato dot to n. 3 362 vc MM staccato dots to nn. 1-2
no fingering, presumably added in proofs 363 vc MM staccato dots to nn. 1, 4, 5
no = to n. 1; no staccato dot ton. 3 364, 365 vc MM staccato dots to nn. 1-3
no > to n. 1; no staccato dot to n. 3 366 vc MM staccato dots to nn. 1-4
no > to n. 1; no staccato dot to n. 3 367 vc MM staccato dot to n. 1
MM, S p 373 vc MM dots and portato to nn. 2-3
MM no breath mark in between mm. 231 374 vn S isolated staccato dot to n. 2
and m. 232 vc HM, MM no=ton.3
fingering 4 to grace-note two f/, open string 375 vce HJM, MM dots and portato slur to nn. 1-2; no n
symbols 0 above and below last double-stop ton. 1
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376 vc HJM, MM no = to n. 1; dots and portato slur to

nn. 2-3; non ton. 2 I
377 vc HJM ¢ crossed out to n. 3 18 vce MM fingering 4 ton. 1
380 vc MM dots and portato slur to nn. 3-4 20 ve MM fingering 3 ton. 1
HJM, MM no toujours below n. 2 26 ve MM fingering 2 ton. 1
381 ve MM no ffton. 2 28 vce MM fingering 4 ton. 1
384 ve in Fe portato dots and slurs to nn. 2-3 and 30 vce MM fingering 1 ton. 1
5-6, these already crossed out in S (also in 32 vce MM fingering2ton.1and 1ton. 3
vn and vc from m. 381 to end of movement) 42 ve MM fingering 4 ton. 1
388 vn, ve . HJM, MM, S no broken chord symbol to final 48 ve MM fingering2ton.1and 1ton.3
chord 61 vce MM fingering 4 ton. 1
62 vce MM fingering 4 ton. 1
66 vce MM fingering 2 ton. 1
82, 84 ve MM @ added to pizz.
APPENDIX 1 83 ve MM fingering 1
Fingering and bowing by Héléne Jourdan-Morhange from HJM and 85 ve MM finggring 3
FeVn that are not found in Fe. These markings reflect how the violin- 110 ve MM Qn% oWl and 1 to n. 3 (upper)
ist rehearsed and performed the work for the composer and as such 334 ve MM it difing alef@hand pizz.
is a document reflecting early 20'" century performance practice.
C

1,9,213
for this and the

fingering 4 to

! o 33 fingering 2 to n.
135 HM fingering 2 ton. 1 and ®on 3 6 ve MM nn. Y v fiff
136 FeVn fingering 4 tq la ve HJM there ‘
137 FeVn restz below th! lu 1
hnn. 1 and 2 230 2
HM h fj g
8 ve . i , Q,

42 ve M
70
\4
v@HJM n. 1 with n in black pencil; n. 2 with V in blue
il crossing out pencil
2,5 ve MM fingering 1 ton. 3
1-3 crossed out Taintly in black 73 ve MM fingering 1 to n. 2 and Qton. 3
74 vce MM fingering 1, 3 to nn. 1-2
135 vc MM ° to n. 3, no other fingering to n. 1 in HJM,
an numeral I above n. 2 MM,; it is to be assumed that the ° was
° above nn. 3 and 4 indicating harmonics or removed in a proof stage and replaced with
perhaps with n. 4 an open string the reading in Fe
239 FeVn Vto n. 1 in black pencil, this written over 158 ve MM Vton.2
the n in the score 159 vc MM nton. landVton.3
240 FeVn faint V to n. 1 (not the grace note 1); portato 160 vc MM nton.1andVton. 2
slur crossed out from nn. 2-3 in black pencil 161 ve MM at end of wavy trill line an
243 FeVn Vto chord at bar begin 163 ve MM Vton.1
245 FeVn Vton. 1 164 vc MM rnton.1
249 FeVn n to n. 1 and portato slur from nn. 2-3 226 vc MM no fingering 4 ton. 1
crossed out in black pencil S no fingering at all
228 ve MM no fingering 2 ton. 1
291 vce MM fingering to nn. 2-4: 2, 1, 4
APPENDIX 2 292 ve MM @ton. 1
324 vce MM fingering 3 to n. 2
Fingering and bow marking by Maurice Maréchal from MM, that 325 ve MM fingering 1, 2
are not found in Fe. The fingering reflects how the cellist per- 362 ve MM nton.3

formed the work for the composer and can be understood as a
document reflecting early 20" century performance practice.
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*) In A originally with final double-stop g#'+c#". However, when altering the first g#' to f' Ravel may have neglected to change the final note g#' to ' as in m. 455.
Dans A, primitivment avec double corde finale sol#, + ut,. Toutfois, en modifiant le premier sol, en fa,, il se peut que Ravel ait négligé de changer le derniére note, solt,, en fa, comme a la mes. 455.

In A urspriinglich mit Doppelgriff gis'+cis". Als Ravel jedoch das erste gis' in f' ge&ndert hat, hat er mdglicherweise tibersehen, auch die letzte Note gis' in f' zu &ndern analog T. 455.
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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.



A Selection of Editions for Violin

B ARENTZ RETITER

Allegretto ben Moderato
4

César Franck

. $—t:4— e 5
Violon % # T
nolto dolee '
Allegretto ben Moderato
a4 A | L. |
e s wr 2 P ¥ — ¥ Ty = T T
o S— — 3 5 I i
Lo B~ X) A I J X ¥ r i O3 [ .3
. R —— 5. F\_/ P — % —
Piano Pp — — W
e pm———
OO - o l ! E »- ! !
o et AT - B == == > 5 = -
o 1 = - ! 4 5
= t t f

beethoven

Concerto in D maj for Violin and
Orchestra op. 61. BA09019-90

Romances in F maj and G maj
for Violin and Orchestra op. 50, op. 40
BA09026-90

Johannes Brahms

Works for Violin and Piano

- Sonata in G maj op. 78. BA09431

- Sonata in A maj op. 100. BA09432

- Sonata in D min op. 108. BA09433

- Sonatas in F min and E-flat maj
after op. 120. BA10911

- Sonata Movement in C min from the
F.A.E. Sonata WoO 2. BA10908

Ar 1

So
Vol ) 0

5 / Volume 2: BA09456

ntonin Dvofak
in f io
TE2-9

an

Mélancolie for piano and violin
BA09425

Georg Friedrich Handel

Complete Works for Violin and Bc
HWYV 358, 359, 361, 364, 371, 368, 370,
372, 373, 408, 412. BA04226

Felix Mendelssohn Bartholdy

Concerto in E min for Violin and

Orchestra op. 64

- Piano reduction of version 2. BA09099-90

- Piano reduction of version 1.
BA09099-92

Sonatas for Violin and Piano
BA09066

URTE X T

Wolfgang Amadeus Mozart

Complete Works for Violin and
Piano in Two Volumes
Volume 1: BA05761 / Volume 2: BA05762

Concertos for Violin and Orchestra

- in B-flat maj K. 207 (No. 1).
BA04863-90
- inD . ).

04864-90
. \g04866-90
- i . . 4). BY4865-90

- j PBA04712-90

ante in E-flat maj
iolTn, Viola and Orchestra K. 364
4900-90

aviPaise for violin and piano op. 83
A09426

Franz Schubert
Complete Works for Violin and Piano

- Fantasia in C maj D 934 op. post. 159
BA05620

- Rondo in B min D 895 op. 70
BA05618

- Sonata in A maj D 574 op. 162
BA05605

- Three Sonatas “Sonatinas” D 384,
385, 408 op. post. 173. BA05606

Rondo in A maj for Violin and
Orchestra D 438. BA05653, BA05653-90

Georg Philipp Telemann

Twelve Fantasias for Violin without
Bass. BA02972

Antonio Vivaldi

The Four Seasons for violino
principale, two violins, viola and bc
BA06994-90

A 31 -2024-05
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Chamber Music for Strings

B ARENZ RTETITER U R T E X T

Quartetto I Franz Schubert
String Quartets I

Quartet in D maj D 94 /

Allegro con brio

y P ar) L £ 1 I
Victino 1 R e rerer e . .
e e e R S P e e s e e —— 2 Overture in C min D 8A /
) ) . .
) ? — | Quartet in C maj D 46/
o | . . .
Violinoll | gt F i T e A T T T ts = C= Minuet in D maj D 86 /
% s B B e f f = " Five Mi t d five G
» S— S ive Minuets and five German
ez, | p— Dances D 89. BA05625
Viola ] R £ sy
A e i —— L ' String Quartets II
T R e
F T
—— T =

Violoncello |B=9—2—# .: + ' 2 = > t 5 Quartet in G min/B- maj D 18 /
E==S==s=S =E=2 S22 f = Q‘rte
’ Quagt - D/
from: Beethoven, String Quartets op. 18 - TP00916 udet NAB-f ; . BA05631
in u

s 111
. . . rt®in D majD 74 /
String Duo Leos Jaé‘acek artet in E-flat maj D 87

uagae

Togo

Wolfgang Amadeus Mozart 00, #00520

Duets K. 423, 424 for Violin an
Viola. BA04772

2 (op. 168) /

“ s 3 /
Intimate

-  bost. 125/2
9533, TP00533 post. 125/2)

Smetana
String Quartet No. 1in E
“From my Life”. B 6, 1D 6
ring rtet
09 0517
oWRf
tr uartet No. 1'In B-flat maj

op. 11. BA09530, TP00530

Maurice Ravel

2 & Violoncello. Wolfgang Amadeqs R

Three Divertiment

T en C T d
K) 1,4
575,

09950, TPOO140 String Quintet
Eine e Nachtmusik K. 525, Wolfgang Amadeus Mozart
Edition for String Quartet. Complete String Quintets K. 174,
BA04700, TP00019 406, 515, 516, 593 and 614. BA04771,
TP00159
Maurice Ravel
String Quartet. BA09413, TP00413 granz %chubert c Dai
: tring Quintet in C min or two
Strlng QuartEt Franz Schubert Violins, two Violas and Violoncello.
Ludwig van Beethoven String Quartet in A min BA05637
String Quartets op. 18, 1-6. “Rosamunde” D 804, String Quartet ) ) ) )
BA09016. TP00916 in C min “Quartettsatz” D 703. String Quintet in C maj D 956.
’ BA05614, TP00304 BA05612, TP00287
String Quartets op. 59, 1-3.
BA09017, TP00917 String Quartet in D min .
“The Death and the Maiden” D 810.  String Sextet
String Quartets opp. 74 and 95. BA05613, TP00301
BA09018, TP00918 Johannes Brahms
String Quartet in G maj D 887. Sextet in B-flat maj op. 18
Claude Debussy BA05616, TP00303 for two Violins, two Violas and
String Quartet. BA09414, TP00414 two Violoncellos. BA09419, TP00419
Gabriel Fauré Sextet in G maj op. 36
String Quartet op. 121. for two Violins, two Violas and
BA07901, TP00412 two Violoncellos. BA09420, TP00420

A'1-2024-05
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Chamber Music with Piano

B A RENU RIETITTER
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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.
BA(09441

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 Violon
op. 120. BA07902

Gabxg uré

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

Violoncello.

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

- Trios in B-flat maj BA07904

D 28 and in E-flat maj D 897

op. post. 148. BAD5626 Wolfgang Amadeus Mozart

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

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

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

BA05610 Quartet in E-flat maj K. 493

for Piano, Violin, Viola and
Violoncello. BA04729
Bedfich Smetana

Trio in G min for Piano, Violin
and Violoncello.

BA09518

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

op. 87 - BA09436

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

A 2-2024-05
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