An Interview with Ernst Herttrich – Continuation
The editor of the new Henle edition of Schumann’s Complete Piano Works
in conversation with Wolf-Dieter Seiffert – Continuation from 1. April –

G. Henle Publishers: In March of this year we talked about the new
Complete Edition of Schumann’s piano works which at the time were
just off the press. We mainly discussed the new sources that you were
able to use for this new edition of Schumann’s piano works. What
else is new in your edition?
Dr. Ernst Herttrich: Most importantly two things are new: 1. We used
new sources for this edition. Many of the pieces had already been
published by Henle, and it seems that the importance of the first
editions had, in some cases, been over-rated. Meanwhile the original
clean copies for the engraver have surfaced and it is now evident
that some of the differences in the printed copies simply result from
mistakes made by the engravers. But we certainly need to be careful; Schumann might have made changes when he read the proofs,
and this needs to be taken into consideration in every single case.
But generally it can be said that, while the first editions are the main
sources for Schumann’s piano works, more importance than before
needs to be ascribed to the autographs.
2. Several piano works exist in two different versions, both authorized
by the composer himself. In almost all cases, and in contrast to the
earlier Henle editions, we decided to publish both versions.
QUESTION: Can you name the pieces?
HERTTRICH: The pieces in question are the Impromptus op. 5, the
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Toccata op. 7, the Symphonic Etudes op. 13 and Sonata op. 14. The
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Davidsbündlertänze op. 6 and Kreisleriana op. 16 were also published
in new editions during Schumann’s life time. But the differences are
so marginal that we only published the later version. But of course the critical commentary lists every single deviation.
QUESTION: Are these different versions at all relevant to musicians today?
HERTTRICH: Definitely! For example: I was in Japan last year in December for a lecture series. At Kyoto City University of
Arts the piano professors and piano students mainly questioned me on my occupation as an editor for Henle, and were
keen to hear my opinion on the different versions of individual pieces. People are certainly aware of the problem. In
concerts you can encounter very different solutions. Often the early and late versions are combined. I think it’s absolutely
wrong to do that.
QUESTION: In which pieces are the differences most evident?
HERTTRICH: It varies. In op. 5 and op. 13, for example, two pieces were left out. In op. 5 a new piece was added, but in
op. 14 an entire movement was added. However, the original autograph contains this movement that was missing in the
earlier printed edition. In addition, however, there are numerous smaller deviations in movements and pieces that were
published within both versions. The Toccata op. 7 is a special case, and we decided to publish the autograph version separately, because it differs so strongly in structure and content from the printed edition that it is practically a separate, and
individual work, printed for the first time in our edition.
QUESTION: Is there anything you would especially like to draw to the attention of the readers of your Schumann edition?
HERTTRICH: Several things come to mind. The single volumes contain quite detailed prefaces that provide information
on the respective history of origins of the pieces, the history of their publication and reception history. I regard it as quite
helpful to know and be aware of these details when you work with the music. In addition, there is a critical commentary
at the end of each volume in which all the sources and different versions are accounted for. In this sense the new edition

is also a reference work for practical use. I may add that I think it is wonderful
of Henle not only to print the prefaces and critical commentaries within the
volumes, but to offer them for free download on their homepage, as well.
QUESTION: Aren’t such “critical commentaries“ rather the objective of scholarly complete works?
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HERTTRICH: No, in my opinion not at all, and Henle thankfully shares this
opinion. Unfortunately it is still a very widespread error that Urtext editions are
publications of the definitive musical text, I almost went so far as to say the ultimate musical text. But no such thing exists! Rather, we editors are confronted
with passages in every piece of music in which the sources differ and we cannot say with absolute certainty what the composer intended. The user of the
Urtext edition has to make his or her own decision for or against one of the
different readings. But to be able to make a decision, he or she needs to know
the options, and these are highlighted in the critical commentary.
QUESTION: Back to the original question, what you would especially want to
point out to the users of the Schumann edition?

HERTTRICH: Perhaps I would like to point out that Schumann, in his personal
copy of the Sonata in F sharp minor op. 11, intended an abbreviation of the finale. And what I also find highly interesting is the history of the Album for the
Young that was originally planned to contain several more pieces that then remained unpublished. They were not included in the earlier Henle editions, and the new edition includes them for the first
time. And perhaps it is also interesting to mention the letter in which Franz Liszt describes how moved his daughter was
by Scenes from Childhood. His words are cited in the preface. But there is one issue that is especially dear to me; I would
like to ask the users of the Scenes from Childhood, and also of other works, to take seriously the metronome markings.
Schumann’s metronome was not broken, as is often claimed; he intended the
tempi exactly as he wrote them down. I want to encourage the users to adhere
to these markings, they will reach new horizons!
The Symphonic Etudes op. 13 are among those
works that Henle presents in two complete
versions.

QUESTION: One last question regarding the order of the works within the six
volumes, strictly in accordance with the opus numbers – couldn’t you have found
a better solution?
HERTTRICH: Of course there might be other solutions, but I do not think there is
a better one. The order according to opus numbers might have its weaknesses,
because that way pieces often stand back to back in one volume and differ so
very much from each other in content. But any other order would have resulted in similar difficulties. Consider an order according to categories. To which
category do you assign the Impromptus op. 5, or the Davidsbündlertänze op. 6
or the Symphonic Etudes op. 13? Are they character pieces or dances or etudes
or variations? And how then, would you categorize the Four Fugues op. 72 and
the Fughettes op. 126. Certainly they make up their own group as a category,
but they couldn’t possibly fill a volume. Let alone the Marches op. 76 that stand
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numbers, but I don’t think another order would have satisfied me better.
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Schumanns große Fantasie in C-dur op. 17 sollte ursprünglich als „Sonate für Beethoven“ unter dem Titel
„Ruinen, Trophäen, Palmen. Große Sonate“ veröffentlicht werden; ein Vorhaben, das Schumann später
aufgab. Verwirklicht hat er jedoch die mächtige Anlage der Fantasie. Im März 1838 schrieb Schumann an
seine Braut Clara Wieck: „Der erste Satz davon ist wohl mein Passionirtestes, was ich je gemacht“. So gilt
sie als ein Höhepunkt im Schumann’schen Klavierschaffen.
Schumann’s great C-major Fantasy, op. 17, was originally intended to be published as a “Sonata for Beethoven” entitled “Ruins, Trophies, Palms. Grand Sonata.“ Although he eventually abandoned this plan, he
maintained the Fantasy’s mighty design. Writing to his fiancée Clara Wieck in March 1838, he called the
first movement “perhaps the most impassioned music I have ever written.” Accordingly, it marks a point of
culmination in his piano music.
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