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Sleuthing a Newly Discovered Letter
from Johannes Brahms

Of all Brahms’s friends, the one probably best matched to
both his intellectual and his musical abilities was Hans Guido,
Freiherr von Biilow (1830-1894). He was witty, high-strung,
and sharp-tongued, a brilliant pianist with a wide-ranging
repertoire, a prolific editor, one-time composer, and a sought-
after music critic and teacher. He is the demanding conductor
who created the job description as we know it today. Biilow
had a gift for the written word and had read widely in modern
literature as well as the classics, so that his letters, which
sparkle in four languages, are filled with literary references.
Brahms both admired him and enjoyed their friendship, which
developed particularly after 1881.

In retrospect, the friendship is not surprising, but at the
time there were raised eyebrows. Biilow had been an ardent
promoter of both Liszt and Wagner, and was well known as
testy and difficult. Not until an autopsy was performed could
it be understood (and it is still not widely known) that his
excruciating headaches, and probably much of his Il temper,
were the result of a tumor pressing on nerves of the uppermost
cervical spine.! Over time, many felt his impatience and ire.
Ferdinand Hiller (1811-1885), a long-time friend of Brahms
who maintained contact with an international cast of leading
musical figures, was one of them. Hiller expressed surprise and
disapproval when he heard of Brahms’s visit to Billow and the
Court Orchestra of Meiningen in 1881. Given the explanation
that Brahms had gone to Meiningen to try out his Second Piano
Concerto at leisure with the excellent orchestra, Hiller wrote:

No one was surprised that you were trying out your
concerto in M[einingen], but the news that you were
going to perform in Billow’s itinerant concerts filled
many a one with amazement. This itself of course is
nothing but the result of the quarrelsome nature of the
Herr Baron, who must show us all how Beethoven must
be conducted.—Only, too bad that his playing is so dry,
boring, without spirit and imagination!?

Brahms acknowledged difficulties, but disclosed an admiration
and respect for Biilow’s qualities which he maintained for the
rest of his life:

NEWSLETTER

Volume XXV, Number 2
Fall 2007

Hans von Biilow and Johannes Brahms
(Brahms-Institut an der Musikhochschule Liibeck)

I was in Meiningen above all in order to be able to
play and rehearse a new piano concerto in peace and
without the discomfiting anticipation of a concert.

That’s something I can do nowhere else. Nowhere else
would this have been considered strange, either, even if 1
had selected the biggest fool of a conductor.

Why then here and with regard to B[iilow], who is,
certainly, a very testy, but nevertheless an intelligent,
serious, and competent man? You must also be able
to imagine...how outstandingly his people have been
rehearsed; and so when someone like me comes along
and makes music with them, so straight from the heart,
I'really don’t know where he could do any better....This
winter, I'1l think back often and longingly to those truly
industrious people [the members of the orchestra] and
their magnificent accomplishments.’

(continued on next page)



Collegial contact between Brahms and Bitlow began not
in 1881, with the composer’s visit to Meiningen, nor even
during the summer of 1877 in Baden-Baden, when Biilow
evinced particular interest in Brahms’s First Symphony. Their
first personal contact reaches back to January 1854, Mutual
connections were many, but important above all were their links
to Joseph Joachim and Franz Liszt. In those early days Biilow
was duly impressed. He had traveled to Hanover at the end of
1853 with a purpose, among other things, of rehearsing with
Joachim in preparation for a joint concert in Leipzig. That is
why he was there when Brahms, too, arrived at the start of the
new year to visit Joachim. Biilow described Brahms in a letter
to his mother on 6 January 1854

I have come to know Robert Schumann’s young
prophet Brahms rather well; he has been here for
two days, and is always with us. A very endearing
[liebenswiirdig], candid nature, and in his talent there is
really something of the divine right of kings, in a good
sense.*

The mutual circle widened; when Biillow went on to
Hamburg in the following month, he gave concerts with John
Boie and Carl Peter Gridener, two of the local musicians who
were to become part of Brahms’s closest Hamburg circle. In
the following month, still in Hamburg, Biilow paid a visit to
Eduard Marxsen, Brahms’s piano and composition teacher,
and in early February gave the first public performance of a
Brahms work by someone other than the composer himself.
For his performance of the first movement of Brahms’s Op. 1,
the First Piano Sonata, the copy he used was made by him from
Brahms’s autograph.

It is well known that the men’s paths diverged in short order,
despite a variety of other mutual connections (to Carl Tausig,
for example). Brahms’s growing antipathy to the Music of the
Future and Biilow’s devotion to both Liszt and Wagner created
a gulf bridged only after the catastrophic collapse of Biilow’s
personal life (his wife, Cosima, who was Franz Liszt’s daughter,
left him to marry Wagner) and the ensuing slow regeneration of
his mental state. From this time he began to rethink his artistic
preferences.

The first tentative steps were taken toward Joachim, whom he
still admired. After ten years without contact, Biilow attended
a performance by Joachim in Miithlhausen in November of
1866. Brahms was the pianist. Joachim visited him shortly
after, in consequence of which Biilow acquired the complete
works of Brahms then in print (possibly through Op. 40).
Biilow expressed “respect and recognition” {Hochachtung und
Anerkennungl—but “distance.” Biillow met Brahms again under
festive circumstances in Baden-Baden in 1872. Shortly after, he
visited Brahms in Vienna, after he had begun to study some of
Brahms’s piano music. By 1873 he had performed the Handel
Variations, Op. 24, in London, and during a long English tour
the next year, he played enough of Brahms’s “geistvolle Werke”
to be able to claim that he had made the composer’s name “a
household word in England.” He was especially enthusiastic
about the Piano Quartet No. 2 in A, Op. 26.

Describing his diminished regard for the music of Liszt
and his reawakened interest in the classics, he informed a
friend in Florence: “My New-German-ness has shrunk to

homoeopathic portions.” (Homeopathic medicine claims to
cure by introducing the patient to infinitesimal amounts of
the agents that produce the disease’s symptoms.) Then, in late
summer of 1877, once more in Baden-Baden and by which time
he was calling Brahms’s First Symphony “The Tenth,” Biilow
met Brahms again. Biilow was looking ahead to performing the
work in Hanover, where he had revived his career as conductor
after recently suffering his most severe nervous breakdown.
His Florentine correspondent received the news that Biilow
had experienced “great honor and joy” from a “delightfully
obliging Brahms” who played through his symphony from the
revised proof sheets. “Ja, ja, jal—"7 By now Biilow had gained
an appreciation of Brahms the man, as well as the composer.
In 1882 he would write to his new wife that, apart from his
love for her, he held his friendship with Brahms to be his most
precious possession.

Given Brahms’s far less effusive nature, his own motives
for the friendship have to be inferred from his correspondence
with Bitlow (which dealt with much more than music) and from
his actions. The evidence suggests that despite rocky episodes,
Brahms stuck by his friend with devotion.

Recently, a letter by Johannes Brahms came to my desk. It
bore no date, no address, and no salutation, but the handwriting
was unmistakable. In my judgment, the letter is to Hans von
Biilow.

Theurer Freund,

In 2 Stunden soll ich nach Wiesbaden abfahren, ich
kann es nicht ohne Dir vorher endlich einmal ein
kurzes, herzlichstes Dankeswort zu sagen fiir so
viele, lustige, immer erfreuende Griike von Dir.
Jeden Tag will ich—mit Hingebung schreiben!—da
liegt’s! Das geht eben nicht, wenn man wie ich
jeden Tag sein Pensum nétiger u. |dstiger Briefe zu
schreiben hat—u. doch nun einmal Uberhaupt bei
so schdnen grolten Bogen lieber von Andern, z. B.
von Dir liegen sieht!

Am 21" werde ich vermuthlich in W. zu gaukeln
haben. Aber ich denke ja bestimmt Euch Eure
Ferien zu verderben! Vom 29" an méchte ich
nachholen und freue mich auf einige schéne
Morgenstunden mit Dir u. Deinen vortrefflichen
Leuten! Ich hoffe Deine Frau wird zu der Zeit auch
dort sein u.—auch keine Ferien haben, so dafl}
man sich Morgens auf den Abend freuen kann!
Dann gehe ich auch grade in der richtigen Laune
nach Leipzig—Bilowisch angehaucht, so weit es
méglich.

Nun ziehe Deinen Siegesiauf weiter; es ist doch
ein ideales Concertieren, Dein jetziges! Mit besten
Grufien an Dich u. die Deinen!

Herzlich ergeben
J. Brahms



Cherished friend,

In 2 hours I'm supposed to leave for Wiesbaden, but I
cannot do so without first sending you, at long last, my
brief, warmest word of thanks for so many lovely, funny
and always cheering greetings from you.

Every day I want to—give myself to writing! That's

the rub! For that’s simply not possible when each day
someone has to write his allotted portion of necessary
and onerous letters, as I have to—and yet would rather
be looking at others—e.g. from you, particularly on such
beautiful large letter paper!

On the 21* I will presumably have to get out my bag of
tricks in W[iesbaden]. But [ am definitely thinking of
spoiling your vacation! From the 29" on I want to make
amends and look forward to several lovely morning
hours with you and your excellent people!

I hope that your wife will also be there at that time and
also—won't be on vacation, so that in the morning one
can look forward to the evening! Then I'll travel on

to Leipzig in just the right mood—Briilow-tinged [lit.
“breathed-upon ], to the extent that is possible.

And so carry on your triumphal march; what you are
now doing is really an ideal way to concertize! With
best greetings to you and yours,

Faithfully friendly,
J. Brahms

The bantering tone of this letter reveals a side of Brahms not
often seen. Here he is having fun writing to a good friend
in exaggerated vocabulary, although he is better known to
posterity for his dislike of letter writing. One comes away with
the sense of easy comradeship between two friends who know
themselves to be equals. The difficulty of conveying this flavor
in a translation accounts for the occasional liberty we have
taken.

The biggest challenge (and greatest enjoyment) in finding
such a letter is to identify the recipient and to date it. In this
case, a host of internal hints led to the solution.

That the letter was written in the “du” form was the first
important clue, reducing the number of possibilities from
endless to small. Someone with a wife is obviously a man, again
providing some limit to the possibilities. In this case the wife
was someone Brahms would enjoy seeing. That she might be
away meant that she was most likely a performer of some sort.
Joachim was out of the picture, because by the time Brahms’s
concert tours included both Wiesbaden and Leipzig, the Joachims
had separated. The number of musicians with whom Brahms
was on “du” terms who had wives likely to be away and whom
he might have looked forward to seeing was very small indeed.
Once Brahms’s itinerary of Vienna-Wiesbaden-Leipzig and
free time from “the 29" were considered, there was only one
possible time frame that I could find. That still did not absolutely
identify Biilow as the recipient, but the phrase “your excellent
people,” so reminiscent of Brahms’s earlier attitude towards
the members of the Meiningen Orchestra, was a powerful clue.
The bantering tone of the letter was possible only with a few
people, and Brahms’s reference to the “many lovely, fun and
always cheering greetings” from his correspondent added to

my conviction. One cannot read Biilow’s letters without falling
under their spell; his multi-language puns and sheer virtuosity
with words leave an indelible impression.

The final clue was Brahms’s schedule for January and Feb-
ruary of 1884, which exactly fits the dates mentioned in the
letter. In January 1884, Brahms went on tour to promote his
latest major work, the Third Symphony in F, Op. 90, with early
concerts in Wiesbaden, Berlin, Meiningen, and Leipzig. The
first stop was Wiesbaden, where he arrived on the 15%, in time
for several days of rehearsals for three concerts. As the train
journey from Vienna to Wiesbaden is well under 24 hours, and
since we don’t know if Brahms took a night train or not, I have
therefore dated this letter “Vienna, 14 or 15 January 1884.”

On the 18" Brahms performed his 2™ Piano Concerto, Op.
83, and conducted two orchestral works: the symphony and the
Academic Festival Overture, Op. 80. The 21%, mentioned in
the letter, was the date of an all-Brahms concert, evidently of
some concern to him. Brahms performed in three capacities: as
chamber musician, choral conductor, and lieder accompanist.
The program included the First Piano Quartet, Op. 25, and
Second Piano Trio, Op. 87; the Songs for Women’s Chorus, Two
Horns and Harp, Op. 17, and four of his songs sung by Hermine
Spies. His next stop was Berlin, for two appearances. After
the second one on the 29%, Brahms was free to “spoil” Biilow’s
“yacation” until his next concert, in Leipzig on 6 February,
when he would perform with the Brodsky Quartet.? This gave
him almost a week to visit Biilow. He left Berlin on 30 January
and by 1 February was in Meiningen, taking part in an informal
concert at the ducal residence. One hopes he had time to enjoy
visiting with Billow’s wife, Marie von Biillow née Schanzer,
who at the time was an actress with the Meiningen theater
troupe, but it could only have been for one evening. Mornings
he surely spent with Biillow’s “excellent people;” during this
visit his Third Symphony was performed twice on one program,
both times conducted by Brahms (3 February). By 4 February
he was off to Leipzig, quite possibly “Biilow-tinged,” but most
certainly with the Duke of Meiningen’s highest honor, the
Compthurkreuz First Class, newly hung around his neck.

This letter is of more than biographical interest, however, as it
provides the clearest possible evidence of Brahms’s admiration
for the Meiningen Orchestra. It is Brahms who invited himself
there with the express hope of spending several mornings with
the orchestra. At this point the score of his new symphony
was still in manuscript, and in his usual fashion, Brahms was
essentially trying it out on tour before publication. No place
was better suited for refining the work than Meiningen. Not
until April did he send the parts and score back to Simrock for
printing, and by now there were dozens of corrections marked
on them.

Once identified, the letter fits easily into the published
succession of Billow’s correspondence, as the answer to two
Brahms had recently received from Biilow (8 and 12 January
1884). The first is addressed to “Exalted Master, Dearest
Friend!,” reminding him that on that date two years before, in
Berlin, Biilow had received a gift from Brahms for which he
daily congratulated himself: the Du-kiss. The second letter,
addressed to “Great Dear Friend,” starts: “what, again?” and
tells him not to worry—the letter is all about his triumphant
performances of Brahms’s first and second symphonies while
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on tour (he calls them “the 10™ and 11%"), and how Brahms
himself would have taken his pleasure had Biilow only been
able to get a good telephone connection to Vienna.’

That there were subsequently rough times in the friendship
is clear. Biilow’s most serious falling-out with Brahms was
occasioned by the performance Brahms gave of his Fourth
Symphony almost two years later, with the Frankfurt Museum
Symphony, just as Biillow was scheduled to perform it a few days
later with the Meiningen Orchestra. Biilow abruptly resigned
his post in Meiningen, went off to a new job in St. Petersburg,
and would not speak to Brahms for over a year, despite the
latter’s attempts to apologize. Brahms did not give up, and
his efforts paid off. Biilow relented in time to enjoy a number
of additional years of trusted friendship between them. It was
Biilow’s work behind the scenes that led Hamburg’s city fathers
to award Brahms the Honorary Citizenship of the city several
years later, for example. For his part, in 1890 Brahms gave the
autograph score of the Third Symphony to Biilow, inscribing it
“To his dearly loved Hans v. Biilow, in true friendship.”

Brahms’s last direct contact with Biilow was in October
1892. A potentially unpleasant moment was dissipated when it
became clear to him, through Marie von Biilow, that his friend
was exceedingly ill. Indeed, the last year and a half of Biilow’s
life was spent in agonizing pain and medical “care” bordering
on torture, eloquently detailed in a 1994 paper by Isolde Vetter.'°
While he never saw Biilow again, Brahms stayed in touch
through occasional correspondence with Marie, where one can
read between the lines that he was aware of the desperate fate
of his friend. The tone of this newly-discovered letter provides
a glimse into the nature of Brahms’s friendship with Biilow,
a hint for understanding his willingness to show forbearance
towards the difficult friend he admired despite all.

The present owner of this letter is Roberto Sierra, Professor
of Composition at Cornell University, who has kindly permitted
the present publication. The letter, purchased from an American
dealer in 2005, was described as “‘from Brahms to an unknown
recipient,” and accompanied by a partial transcription and
translation. How did this letter escape Marie von Biilow
when she compiled the seven volumes of her husband's letters
after his death? How did it land in America? One possible
explanation: In 1889, Biilow gave a Brahms letter (dated Jan.
'83) to the American pianist William Mason, in fulfillment of
Mason’s request for Brahms's autograph. That letter is also
missing from the collected edition. Perhaps Biilow gave away
others.

1 should like here to thank Josef Eisinger for his help above
all in deciphering the letter, and Siegmund Levarie for his
valuable suggestions.

Notes: 1. J. Wohrle and F. Hass, “Hans von Biilow: Creativity
and Neurological Disease in a Famous Pianist and Conductor,”
in Neurological Disorders in Famous Artists—Part 2, ed. J.
Bogousslavsky and M.G. Hennerici, Frontiers of Neurology
and Neuroscience 22 (Basel: Karger, 2007), 193-205. 2.
Aus Ferdinand Hillers Briefwechsel, ed. Reinhold Seitz, 7
vols. (K6ln: Amo Folk-Verlag, 1965-70), IV, 174, letter of 5
November 1881. This and all translations of excerpts are by
the author. The Meiningen Orchestra had started its experiment
in touring under Biilow in 1880. Biilow seems to have felt

himself on a mission to educate the public as to the correct
performance of Beethoven’s symphonies, and the Duke of
Meiningen was hoping to recoup some of the expenses of
maintaining the orchestra in the process. 3. 1bid., 174, letter
from Brahms to Hiller, end of October 1881. Translated in Styra
Avins, Johannes Brahms: Life and Letters (Oxford and New
York: Oxford University Press, 1997), 581-2. 4. Hans von
Biilow. Briefe, ed. Marie von Biilow, 7 vols. (Leipzig: Breitkopf
und Hartel, 1895-1908), 11, 166. 5. Cited in Frithjof Hass,
Hans von Biilow: Leben und Wirken (Wilhelmshaven: Noetzel
Verlag, 2002), 84. 6. Hans von Biilow. Briefe, V, 220 ff., letter
from Biilow to Jessie Laussot, 18 October 1874. Cited in Hass,
88. 7. Ibid, V, 454, letter from Biilow to Jessic Laussot, 25
September 1877. 8. The program for this concert is in the Royal
Northern Conservatory of Music, [RefNo AB/150]. 9. Hans-
Joachim Hinrichsen, Hans von Biilow: Die Briefe an Johannes
Brahms (Tutzing: Hans Schneider Verlag, 1994), 46-48. See
also Hans von Biilow. Briefe, VI, 421-2. 10. Isolde Vetter,
“Hans von Bilow’s Irrefahrt durch die Medizin. Mit Briefen
und anderen unversffentlichten Zeugnissen aus seinem letzten
Lebensjahr,” Beitrdge zum Kolloquium: Hans von Biilow—
Leben, Wirken und Vermdichtnis, ed. Herta Miiller and Verona
Gerasch, Stidthiiringer Forschungen 28 (Meiningen: Staatliche
Museen Meiningen, 1994), 100-15.

Styra Avins

Correspondence

We have received word from Prof. Russell Stinson of
his discovery in the archives of the Riemenschneider Bach
Institute at Baldwin-Wallace College in Berea, Ohio, of eleven
nineteenth-century prints of keyboard works by J.S. Bach once
owned by Clara Schumann. Among these are organ scores
containing markings by Robert Schumann, Clara Schumann,
and Johannes Brahms. Aside from the interest inherent in such
a find—Robert Schumann’s ideas about organ registration,
for example—the discovery provides new information about
Brahms’s piano arrangements of two of Bach’s organ works, the
Toccata in F Major, BWV 540, and Fantasy in G Major, BWV
572. Brahms played these arrangements rather frequently in
private circles and public concerts, but no scores of them have
survived. In Stinson’s words, one of the volumes “preserves
in Brahms’s own hand his piano-transcription markings for
both works...Most remarkably, Brahms rewrote the manual
figuration of the final section of the fantasy, and in so doing
transformed the work into a piano showpiece.” Stinson will
report his findings in an upcoming issue of BACH: Journal of
the Riemenschneider Bach Institute.

Dr. Ira Braus writes to inform us of a “meaty section” on
Brahms in his recent book, Classical Cooks. A Gastrohistory
of Western Music (Xlibris: 2006). Tllustrated by students of
the Hartford Art School, the book includes food anecdotes and
recipes for seventy composers, from Machaut to Martino. In
his light-hearted communication, Dr. Braus reminds us that
Brahms, like Bach, was partial to herring, and that he shared
Beethoven’s taste for Mehlspeise, “a starchy dish of dumplings
or rice that, after 1850, would morph into the pastries for which
Vienna is renowned.”




The Transmission of
Johannes Brahms’s Music in Europe:
Alfred and Marie Jagll

Alfred Jagll, born in Trieste on 5 March 1832, was the
son of Edouard Jaéll, renowned in Vienna as a violinist and
conductor. A child prodigy, he gave concerts as early as 1843
in Venice, then in Milan. He studied with Carl Czerny and
Ignaz Moscheles, while at the same time giving concert tours in
Germany, Austria, and the Netherlands. In 1845, he met Franz
Liszt in Stuttgart, and the following year found himself in Paris,
where he received lessons from Frédéric Chopin.

In 1851 the nineteen-year-old virtuoso left for North
Americaunder the auspices of the American impresario Bernard
Ullmann; he was the third pianist to come from Europe during
this period, following Léopold de Meyer in 1845, and Henri
Herz in 1846. He impressed enormously with his virtuosity and
achieved a phenomenal success in every city where he went,
mncluding New York, Montreal, Toronto, Boston, Philadelphia,
Baltimore, Cincinnati, Louisville, and St. Louis. Already doing
the work of a musical pioneer, he introduced the New World to
the works of great European composers such as Chopin and J.S.
Bach.! He ended his stay by joining the triumphal tour of the
diva Henriette Sonntag and then returned to Europe in March
of 1854.

On 18 April 1856, Jaéll was named court pianist of His
Majesty the King of Hanover. He also continued his brilliant
itinerant career by traveling across all of Europe, as far away
as Scandinavia and Russia, illuminated by the prestigious
reputation he had acquired in North America. Most of the time,
he was partnered on tour with the most famed musicians of his
time, including violinists Henri Wieniawski, Leopold Auer,
Joseph Joachim, and Camillo Sivori, and cellists Jules Loeb,
and Alfredo Piatti. He frequented a cosmopolitan circle of
great composers whose works he championed, many of whom
became his friends: Johannes Brahms, Franz Liszt, Robert
Schumann, Nicholas and Anton Rubinstein, and Joachim Raff.
He also acquired a certain reputation as a composer, writing
a number of operatic paraphrases, transcriptions, and fantasies
that were first greatly appreciated in America.

From 1862 to 1879 Jaéll divided his time between France
and England. In England he was regularly engaged as a pianist
by the Musical Union and the Philharmonic Society in London.?
These very active institutions had been founded “with the goal
of propagating the cultivation of instrumental salon music of
the highest quality,” with the participation of the best European
musicans.’> It was there in particular that Jagll would perform
the works of Brahms.

On 9 August 1866, in Paris, Alfred Jaéll married Marie
Trautmann (1846-1925), the brilliant young French pianist.
With her, he continued to tour across all of Europe. In Paris, he
was also a respected teacher. However, stricken with diabetes,
he died there in February of 18824

If the name of Alfred Jaé&ll still evokes some memories in
the musical world, it is surely thanks to his wife, who was
noteworthy in her time not only as a virtuoso pianist, but also
for her pedagogical research and aesthetics of great originality.
Marie Trautmann, much younger than her husband, was born
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Figure 1: Concert program of the Musical Union. Bibliothéque
Nationale et Universitaire de Strasbourg, Fonds Jaé&ll.

on 17 August 1846 in Steinseltz, a French village near the
German border in northern Alsace. She, like Alfred Ja&ll,
was a child prodigy, and studied abroad in the German city
of Stuttgart. From the age of 10, she went on concert tours
in Alsace, Germany, Switzerland, and England. In 1862, she
studied with Henri Herz, winning a first prize in piano at the
Paris Conservatory. She met Alfred Jaéll in Germany and,
following their marriage, performed with him on numerous
European concert tours. Through his mediation, she entered the
world of great musicians and got to know Liszt, who profoundly
influenced her musical development.

In the 1870s, Marie Jaéll-Trautmann began to compose.
A student of Camille Saint-Saéns and César Frank, she wrote
roughly 70 works in a variety of genres. However, she gradually
abandoned her careers as virtuoso and composer to dedicate
herself exclusively to teaching. In opposition to the mechanistic
pedagogies of her time, she had the idea of taking into account
the new discoveries of neurological science, proposing a piano
method based on physiology, entitled Le Toucher (Touch).
She attempted to discern through scientific observations and
experiments (reaction times of students’ fingers, for example),
how to attain a condition in which pianists’ physical gestures
were commensurate with their thought processes, in the manner
personified by Liszt, the supreme artist par excellence in

(continued on the next page)






