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Johannes Brahms 1833-1897
Cello Transcriptions

Sonata in D Major Op.78 
Violin Sonata No.1 in G major Op.78, 
transcribed by Paul Klengel
1. Vivace ma non troppo 11’12
2. Adagio 7’15
3. Allegro molto moderato 9’19

Six Lieder 
transcribed by Norbert Salter
4. Feldeinsamkeit Op.86 No.2 2’36
5. Wie Melodien Op.105 No.1 2’09
6. Sapphische Ode Op.94 No.4 1’54
7. Wiegenlied Op.49 No.4 1’56
8. Liebestreu Op.3 No.1 2’11
9. Minnelied Op.71 No.5 2’31

In this recording all the notes belong to Brahms, but not entirely. Alongside the two 
‘official’ Sonatas, the Brahms catalogue comprises a series of pieces for cello and 
piano that can be almost directly attributed to the composer’s circle. In 1897, the year 
Brahms died, the publisher Fritz Simrock printed a compendious Thematic Catalogue 
of all his works, including a few items published elsewhere. Simrock had essentially 
monopolized the publication of Brahms’s music since 1862, establishing with the 
composer ties of friendship that went well beyond their mutual business interests. 
He had thus become a sort of spokesman for Brahms, and the Catalogue invested his 
output with the seal of officialdom. It contained the entire musical world of Brahms, 
including the spin-off production of arrangements and transcriptions that great 
composers inevitably tend to attract. Most of these transcriptions were published 
during the 1890s, when Brahms had more or less retired from the musical scene. 
Simrock obviously saw the advantage of stoking up the market, and the transcriptions 
were an excellent way of keeping the name of Brahms in the limelight, despite his 
dwindling output of the last years. 

Because it was important to ensure that the desire for financial return did not 
undermine the composer’s dignity and standing, the transcriptions were exclusively 
entrusted to musicians of quality, and it is more than likely that Brahms himself was 
able to go through them prior to publication. One of Simrock’s closest collaborators 
was Paul Klengel, a highly versatile musician from Leipzig who had already made 
a name for himself as a violinist, pianist, chorus conductor and arranger. Klengel 
decided to transcribe for the cello Brahms’s Violin Sonata No.1 Op.78, and this 
arrangement was published anonymously in 1897. In actual fact, in the appendix to 
the Thematic Catalogue this transcription is duly attributed to Klengel, who may have 
intended to enrich the repertoire of his brother Julius, the famous cellist and teacher 
whose pupils included the legendary Gregor Piatigorsky. Given the keen interest that 
Brahms always showed in the publication of his compositions, he must surely have 
been familiar with Klengel’s work, giving at least tacit assent to the inclusion of his 

Nine Hungarian Dances Op.21 
(selection)
transcribed by Alfredo Piatti
10. No.2 Allegro non assai 3’41
11.  No.4 Poco sostenuto 4’58
12. No.5 Allegro 2’58
13.  No.9 Allegro non troppo 2’12
14.  No.13 Andantino grazioso 1’41
15. No.14 Un poco Andante 2’12
16.  No.16 Con moto 2’45
17.  No.19 Allegretto 2’00
18.  No.20 Poco Allegretto 2’55
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relationship that lasted through to the very end.
There are also direct links between the Lieder and chamber music in Brahms’s 

output. Another example is the song Wie Melodien zieht es mir, which becomes a 
theme in the Violin Sonata in A major Op.100. The same Lied also features in a group 
of six songs by Brahms that were transcribed for cello and piano by Norbert Salter, 
published in 1896 under the title Album. Here again it is not difficult to imagine 
some degree of supervision on the part of Brahms, who may well have appreciated 
the choice of the Lieder. Engaged at the time as a cellist with the Hamburg Orchestra, 
Salter was much admired by Mahler, who hoped he might move to Vienna. Album 
is his only transcription, and it captures to perfection the colour of the Brahms song, 
justifying Mahler’s high opinion of him.

During the 19th century, the Hungarian Dances for piano four hands proved to 
be Brahms’s most popular work. The first two volumes were published in 1869, 
followed by a further two in 1880, for an overall total of 22 dances. The exceptional 
commercial success of these collections gave rise to an endless series of transcriptions 
published from 1870 to 1896. Brahms himself transcribed some of the dances, the 
first two volumes for piano two hands in 1872 and three items for orchestra in 1874. 
Others were made by eminent musicians such as Joachim, who in 1880 prepared a 
version for violin and piano of the whole series, and Antonin Dvorak, who in 1881 
orchestrated the entire last volume. Simrock published the Hungarian Dances in 
numerous versions, including those for two pianos eight hands, for trio with piano, 
for flute and piano, for two violins and for organ. One dance even came out as a 
vocal duet with piano accompaniment, the Zigeunerlieder transcribed by the famous 
Pauline Viardot.

To put it in a nutshell, the Hungarian Dances become the core business of the 
publishing house, which in 1881 entrusted Alfredo Piatti, the most famous cellist of 
the time, with the task of arranging a version for cello and piano of the entire work. 
Piatti was the ideal musician for a job requiring such delicacy, because his measured 

transcription in the Catalogue. After all, Klengel was a real expert in Brahms’s music, 
having previously written different arrangements (one for orchestra and the other 
for cello and piano) of a couple of Intermezzi from Opp.116 and 117, as well as 
transcribing for violin and piano the delicate Quintet Op.115.

Brahms clearly had nothing against transcription as such, having written numerous 
arrangements of his own music and that of others. He considered it a form of theft 
for love, a manifestation of respect for tradition and a sign of friendship. His own 
transcriptions include music originally written by his spiritual fathers Schubert and 
Schumann, by great masters of German music such as Bach and Handel, and by 
his close friend Joseph Joachim. Moreover, he also transcribed his own works in 
various ways: for instance, the arrangement for piano of the orchestral score of the 
Double Concerto for Violin and Cello Op.102; or the version for violin and piano 
of the Clarinet Sonatas Op.120. In his view, transcription was a form of musical 
metamorphosis that embraced various aspects of the evolution of a particular work. 
A case in point is the drawn-out gestation of compositions such as the Piano Concerto 
No.1 Op.15 and the Quintet with piano Op.34, both of which underwent various 
changes of form before acquiring their definitive shape. Self-quotes also belong to 
the realm of metamorphosis, and they abound in Brahms’s chamber music. It is 
fascinating to see how these fragments are transformed from one work to another, 
helping to create new expressive perspectives. The Op.78 Sonata is an eloquent case 
in point, imbued as it is with the luminous melancholy of the Regenlied Op.59 No.3, 
a song that is eternally linked to the figure of Clara Schumann. It is essentially one of 
a kind, and even the passage from the violin to the cello is much more than a mere 
transcription. Unfortunately no documentary evidence revealing Brahms’s attitude 
to this piece has come down to us, but it is more than likely that the version for the 
darker voice of the cello, transposed from G major down to D major, has much to do 
with the death of Clara. She had expressed the wish that this Sonata should be played 
at her funeral, like a sort of epitaph, and the version for cello seems to speak for a 
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Francesco Dillon (b. Turin, 1973) 
already has a brilliant international 
career to his credit, characterised 
by the originality and variety of the 
repertoire that he has embraced. 
As a soloist he has performed 
at prestigious venues such as 
the Konzerthaus in Vienna, the 
Muziekgebouw in Amsterdam, 
the Berlin Philharmonie, the 
Herkulessaal of Munich, the 
Laeiszhalle in Hamburg, the Jordan 
Hall in Boston and the Colon 
Theatre of Buenos Aires, with 
orchestras that include the Italian 
National Radio Orchestra (RAI), 
the SWR Symphony Orchestra 

of Stuttgart, the Radio Symphony Orchestra of Vienna, the Orchestra of the Colon 
Theatre, Ensemble Resonanz, the Maggio Musicale Fiorentino Orchestra, the Oulu 
Sinfonia Finland, the Lithuanian National Symphony Orchestra and the Tuscany 
Regional Orchestra (ORT). Most recently he made an acclaimed debut with the 
Philharmonic Orchestra of La Scala, Milan, conducted by Susanna Mallki. 

Having graduated in Florence under the guidance of Andrea Nannoni, he continued 
his studies with Anner Bijlsma, Mario Brunello, David Geringas and Mstislav 
Rostropovich, thereafter studying composition with Salvatore Sciarrino.

In 1993 he was one of the founders of the Quartetto Prometeo, a chamber group of 
international acclaim and winner of numerous prizes (Prague Spring, ARD Munich, 
Bordeaux) and recently honoured with the Leone d’Argento award of the Biennale 

style and good taste were a guarantee: the virtuoso brilliance of the Dances would not 
be tainted by any trace of vulgar exhibitionism. It is no coincidence that towards the 
end of his life Mendelssohn was thinking about writing a cello concerto to dedicate 
to Piatti. At all events, Piatti’s transcription is magnificent, which must have gratified 
both the publisher and Brahms himself. The balance he achieved between the diverse 
elements that make up the Hungarian Dances is simply perfect, the cello giving 
eloquent voice to the seductive lyricism and boundless rhythmic energy of a diverse 
imaginary world. Dillon and Torquati have selected the numbers that best capture the 
rhapsodic nature of the Dances, underlining the melodic freedom and fantasy of this 
distinctly urban, middle-class take on Hungarian and Slav folk music.
© Oreste Bossini
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Emanuele Torquati is 
rapidly gaining international 
recognition for his poetic and 
passionate music making, 
communicative performances 
and engaging programming. 
He has been hailed as “a 
thoughtful musician and a 
champion of contemporary 
music” by the New York 
Times and as “a vibrant 
pianist, excellent overall” 
by the Boston Globe. His 
flourishing career has taken 
him to some of Europe, 
Canada, America and Africa’s 
most illustrious venues, in such 

diverse cities as Addis Abeba, Buenos Aires (Teatro Colon), San Francisco, Toronto, 
Banff, New York, Chicago, Vancouver, Boston, Paris, Lyon, Frankfurt, Berlin, Leipzig, 
Berlin, Prague, Krakow, Munich, Graz, Ljubljana, Kiev and Oslo.

His concerts have been broadcasted by RAI, BBC Radio3, Deutschland 
Radiokultur, MDR Kultur, Radio France, Swiss RSI, RTE Lyric  and Euroradio. 
As a soloist he has performed with such Orchestras as Argentinan Philarmonics, 
Lithuanian National Symphony Orchestra, Avanti! Chamber Orchestra, Tuscany 
Regional Orchestra (ORT) and Italian National Radio Orchestra (RAI).

A notable performer of new music and an avid chamber musician, he enjoys a 
diverse and varied career as a pianist. He was artist in residence at The Banff Centre 
with the project “Voyage Messiaen” in 2008 and in 2010 with “Intimate Sketches: 

Musica of Venice. Dillon is also a stable member of the Alter Ego ensemble which 
is regularly invited to the major contemporary music festivals around the world. 
His passion for chamber music has led to performances with musicians such as 
Irvine Arditti, Mario Brunello, Giuliano Carmignola, Piero Farulli, David Geringas, 
Veronika Hagen, Alexander Lonquich, Enrico Pace, Jean-Guihen Queyras.

His deep interest in contemporary music has led to on-going contact with the 
major composers of our time: Gavin Bryars, Ivan Fedele, Luca Francesconi, Stefano 
Gervasoni, Philip Glass, Vinko Globokar, Sofija Gubaidulina, Jonathan Harvey, 
Toshio Hosokawa, Giya Kancheli, Alexander Knaifel, Helmut Lachenmann, David 
Lang, Alvin Lucier, Arvo Pärt, Henri Pousseur, Steve Reich, Fausto Romitelli, Kaija 
Saariaho, Salvatore Sciarrino and with cult experimental musicians such as Matmos, 
and Pansonic, William Basinsky and John Zorn.

Dillon's performances have been broadcast by the BBC, RAI, ARD, Radio France, 
ORF, the Australian Broadcasting Corporation and WDR.

He has recorded for the ECM label, as well as Sony, Kairos, Ricordi, Stradivarius, 
Die Schachtel, Mode and Touch. 

He recently recorded for the first time Variations by Salvatore Sciarrino, which 
received the Diapason d’0r prize, and Ballata by Giacinto Scelsi, both with the Italian 
National Radio Orchestra (RAI). In a duo with the pianist Emanuele Torquati, he has 
released three CDs of rare music by Schumann and the complete works for cello by 
Franz Liszt for Brilliant Classics.

He has taught at the Royal College of London, the Scuola di musica di Fiesole, the 
Tchaikovsky Conservatory of Moscow, the Pacific University in California, Untref-
Buenos Aires, Manchester University.

From 2010 he has been artistic director of the season of contemporary music 
Music@villaromana in Florence.

www.francescodillon.com
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Visions on Leos Janácek”, and recently at the IIC Paris within the program “Les 
Promesses de l’Art”.

His first recording, “Promenade sentimentale”, devoted to the Complete Piano 
Music of Albert Roussel, was followed by the Complete Piano Music by Alexander 
Zemlinsky for Brilliant Classics. With cellist Francesco Dillon, he recorded 3 CDs 
with Schumann rarities and the Complete Works by Franz Liszt.

Moreover, he has worked intensively with leading composers including Salvatore 
Sciarrino, Sylvano Bussotti, Wolfgang Rihm, Kaija Saariaho, Beat Furrer, Jonathan 
Harvey, Brett Dean, Magnus Lindberg, Peter Ablinger and he has collaborated 
among others with musicians such as Isabel Charisius, Matthias Pintscher, Michael 
Gielen, Marisol Montalvo, Garth Knox, Susanne Linke, Inon Barnatan and Prometeo 
String Quartet. The recipient of several international awards, Torquati has been 
supported by Institutions such as CEMAT, Accademia Musicale Chigiana, DAAD 
Bonn, Ambassade de France en Italie, Universität für Musik und Darstellende Kunst 
Graz, Ensemble Modern, The Banff Centre. He has been invited to give Masterclasses 
within several Universities and Conservatories in Italy and abroad, including Longy 
School, Boston University, University of La Plata (Argentina), Trinity College Dublin.

Torquati was born in Milan in 1978. His most influential teachers were Giancarlo 
Cardini and Konstantin Bogino. He also worked closely with Alexander Lonquich, 
Yvonne Loriod-Messiaen, Ian Pace, Michael Wendeberg. He went on to specialize 
in Chamber Music first with Franco Rossi (Quartetto Italiano), then he achieved a 
Master Degree at the International Chamber Music Academy of the Trio di Trieste. 
Since 2010, he has been the artistic director of music@villaromana for the German 
institution Villa Romana. He is Professor at the State Conservatory “Achille Peri” in 
Reggio Emilia.

www.emanueletorquati.com
Recording: 17-20 February 2017, Fondazione Spinola Banna per l'Arte, Poirino, Italy
Sound engineer: Andrea Lambertucci
Piano Tuner: Federico Romerio
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