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Brahms, Robert Keller, and the 
Train over the Brünig Pass

The relationship between Brahms and Robert Keller, editor 
for Simrock, is traced in detail by George Bozarth in his 1996 
study, The Brahms-Keller Correspondence.1 His account of 
Brahms’s 1888 visit to Keller in Weesen, Switzerland, suggests 
a warming of the formal relationship between the composer and 
his valued proofreader.2 Two years earlier an invitation from 
Keller was not taken up by Brahms, despite the attractions of 
“an especially charming area, where also grows a rather good 
grape,” the presence of “a bevy of lovely ladies, above all our 
charming landlady,” and a promise that “we will treat you 
entirely like one of us and will not let you feel your superiority 
at all!”3 Keller’s second attempt to lure Brahms to Weesen was, 
however, successful. 

Keller to Brahms. Berlin, 23 April 1887 
[corrected in purple ink to:] 1888:

Recently I heard your songs (the most serious 
ones!) sung by a young lady, Fräulein Köckert 
from Geneva, as I never heard them before. She is 
a born Brahms singer. A shudder runs up and down 
your spine when she sings Der Tod, das ist die 
kühle Nacht [Op. 96 No. 1] or Ach, wende diesen 
Blick [Op. 57 No. 4]. You must hear her! Perhaps 
it can be arranged when you come to Switzerland 
again in the summer. She has not performed in 
public yet.4

Brahms’s response to Keller’s enthusiastic recommendation of 
a young, untested singer was, unsurprisingly, slow in coming. 
From the Swiss town of Thun, where Brahms was spending the 
summer months, he inquired on 29 June 1888:

You will be going to your Swiss lake again, I 
assume? Your excellent singer too? and is one or 
the other of my new songs good enough for her?5

He raised the matter again in a note postmarked 4 July:
Your dear Weesen is unfortunately very much out 
of the way for me, and at that time of year traveling 
in Switzerland is so unpleasant. I would really like 
to come, and on that occasion would enjoy listening 
to your dear Wesen (now I mean a different one).6

Here Brahms was punning on the town name Weesen and the 
German “Wesen,” meaning a living being, i.e. Fräulein Köckert. 
The discomfort of making such a journey in Switzerland during 
the heat of summer is not hard to imagine at a time when traveling 
conditions were still relatively primitive. Nevertheless, the next 
month Brahms put the plan into action:

[Postmark Thun, 1 August 1888]
If nothing unexpected comes up, I plan to take 
the Brünig train on Sunday and be with you by 
evening. I will probably be able to get a little room 
in your Marien-Stiftung? And you will have lots of 
nice Schubert songs on the agenda for
   Your, with kind regards,
   J. Brahms7

Brahms on the balcony of the Miller zu Aichholz home 
in Vienna, April 1895. Photo courtesy of the Archive of 

the Gesellschaft der Musikfreunde in Wien.



- 2 -

On the same day Brahms notified Simrock of his intentions: 
“I am thinking of traveling to Weesen on Sunday and to return 
probably on Wednesday. Please tell me when you are coming 
so that I am sure to be at home – or in Bern.”8 This put a limit of 
no more than two full days (Monday and Tuesday) in Weesen. 
By taking the train over the Brünig Pass, then continuing on 
the most direct lines built at that time, via Lucerne and Zürich, 
Brahms committed himself to a lengthy journey of over ten 
hours, involving multiple changes. It meant using steamer 
services on three different lakes (Thun, Brienz, and Lucerne) 
to link up with the railheads. The attraction of sampling the 
new mountain railway over the Brünig Pass, opened on 14 
June 1888 (see Figure 3), was obviously strong enough to lure 
Brahms away from the faster route through the lowlands via 
Bern. Significantly, the Brünig route became available only two 
weeks before Brahms’s acceptance of Keller’s long-standing 
invitation.9   

An announcement of Brahms’s visit appeared in the Neue 
Glarner-Zeitung for 4 August (see Figure 1): 

– Visitors. (From information supplied.) A 
“musician” of the first rank is currently staying 
in our neighborhood; namely, the famous 
composer Brahms from Vienna, who is doubtless 
already known to many readers by his musical 
compositions, has been in residence for the last 
few days at the Mariahalden in Weesen.

The fourth of August 1888 was in fact a Saturday, the day 
before Brahms planned to arrive in Weesen, but a room had 
doubtless been reserved for him by the management and his 
arrival announced to the newspaper. The culprit for publicly 
proclaiming Brahms’s visit is less likely to have been Keller, 
who, two years earlier, had promised Brahms that if he came 
“we will treat you entirely like one of us and will not let you feel 
your superiority at all!” The newspaper also provided the guest 
list (Fremdenliste) of those staying at the Hotel Mariahalden 
(see Figure 2). It included Keller, Brahms, and Keller’s “born 
Brahms singer” Fräulein Kökert [sic]. Here Keller’s profession 
is given as “Musikdirektor,” a forgivable hyperbole. (Tracing 
Keller’s entries in the Berlin directory, Bozarth found him listed 
variously as “Musiker,” “Musiklehrer,” and “Musiklehrer und 
Korrektor.” From 1862 Keller taught piano at the prestigious 
Stern Conservatory in Berlin.10) Although the names of the 
singer’s parents do not appear on this list, “Mr. & Mad. Kökert, 
Genf,” were listed as guests at the Mariahalden for the following 
week of 11−18 August. They seem to have stayed elsewhere in 
town during Brahms’s visit, possibly even relinquishing their 
room at the Mariahalden to him. 

Bozarth has interpreted Brahms’s phrase “I will probably be 
able to get a little room in your Marien-Stiftung?” to mean “a 
little rented room in the local convent.”11 However, “Stiftung,” 
an “establishment” or “institution,” is not necessarily a 
religious one, and there is nothing to imply that “your Maria-

Figure 3: Postcard showing a train coming over the 
Brünig Pass, postmark 7 August 1902  

Figure 2: Guest list for the Hotel Mariahalden 
Neue Glarner-Zeitung, 4 August 1888

Figure 1: Announcement of Brahms’s arrival in Weesen
Neue Glarner-Zeitung 4 August 1888
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Figure 4: The Hotel Mariahalden before the renovations in 1990
Postcard dated 1930

Figure 5: View of the mountains and Walensee from the terrace of the Mariahalden
Postcard postmarked 1917
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Who Was Frl. Köckert?

Helene Charlotte Köckert (1864–1909), whose renderings of Brahms’s songs so fascinated Robert 
Keller, was a well-trained young singer.1 During the 1884–85 school year she studied voice at the Frankfurt 
Conservatory under Louise Héritte-Viardot, daughter of the famed singer Pauline Viardot-Garcia. Among 
her classmates were pianists Fanny Davies and Leonard Borwick, both distinguished students of Clara Schu-
mann and important early interpreters of Brahms’s piano music. Of the fifty-two female vocal students en-
rolled at the conservatory that year, eighteen performed as soloists in the school’s weekly student concerts. 
Helene Köckert sang in these concerts on five separate occasions, as well as in a special matinee concert 
in honor of Pauline Viardot-Garcia and in the year-ending Prüfungs-Concerte. Of all the female vocalists 
attending the conservatory that year, she performed there more than any other but one, Lydia Hollm, who 
went on to a professional career. From the programs of these concerts, we know that Brahms’s “Sehnsucht” 
(either Op. 14, No. 8, or Op. 49, No. 3) was in Fräulein Köckert’s repertoire during this year.2 Apparently 
not long after her meeting with Brahms in Weesen, Helene Köckert married her fiancé, Franz Wilhelm 
Ferdinand von Hessert (1856–1924). He had attended the Großherzogliche Gymnasium in Darmstadt, 
then studied law, and in 1886 had been appointed to a judgeship in Nieder-Olm.3 In August 1888 he was 
about thirty-two years old, considerably younger than Keller, who was then sixty years of age.

Helene may well have received her earliest musical training at home from her father, Adolphe 
Guillaume Leopold Köckert (b. 1831), who, before entering banking, was the first violinist of a multi-
national string quartet in Geneva that attracted significant attention in the late 1850s.4 The German Lied 
probably had a place of some importance in the Köckert household, since as a composer Adolphe counted 
two sets of songs among his few published works.5 Her mother, Marie Haltenoff(?) Köckert, had literary 
and philosophical interests and corresponded with Friedrich Nietzsche.6 In the mid-1870s, while in Geneva, 
Nietzsche had a minor romantic interest in a “Fräulein Köckert,” but this was probably the older sister 
Emma, as Helene was only about twelve years old at the time. The ephemeral nature of the attraction is 
evident from the fact that Emma is never identified by her first name in Nietzsche’s correspondence, but 
rather referred to as “the little Köckert.”7 Emma married Emile Cherbouliez, and their son Antoinne-Elisée 
Adolphe Cherbouliez studied composition with Max Reger and choral conducting with Siegfried Ochs, both 
of whom had connections to Brahms.8 The son later earned a Ph.D. in musicology at the university of Zurich, 
but apparently never wrote about his relatives' close encounter with Brahms, an event that surely must have 
lived on in family lore.

William Horne

Notes. 1. The full names and the dates of birth and death for Helene Köckert and Franz von Hessert are taken from the 
geneological website www.myheritage.com. 2. Siebenter Jahresbericht der Dr. Hoch’schen Conservatoriums zu Frankfurt 
am Main. Ausgegeben am Schlusse des Schuljahres 1884/85 (Frankfurt am Main: C. Adelmann, 1885). 3. See Program 
des Großherzoglichen Gymnasiums in Darmstadt. Herbst 1875 (Darmstadt: Buchdruckerei von H. Briss, [1875]), 19, 
and Großherzoglich Hessisches Regierungsblatt auf das Jahr 1886 (Darmstadt: Buchhandlung des Großherzogliches 
Staatsverlags [1886]), 142. 4. Adolphe’s full name and birthdate appear on the website of the Geneva Geneological 
Society, www.gen-gen.ch. A glowing review of a series of eight chamber music soirées he organized in Geneva in the 
winter concert season of 1856–57 emphasized his allegiance to the great German classical repertoire. In this series his 
quartet presented: “5 quartets by J. Haydn – 4 by Mozart (among them the pearl of the same, the quartet in D minor in 
a splendid performance) –  6 by Beethoven (among them also No. 10, that wonderful, fantasy-rich composition) – 4 by 
Mendelssohn-Bartholdy – 1 by L. Spohr – 1 by F. Schubert (in D minor) – 1 by Veit (in D minor) – 2 quintets by Mozart – 
1 sextet (with two horns) by Beethoven.”  For the complete review, see Niederrheinische Musik-Zeitung (7 March 1857): 
79–80. A more detailed review of this concert series published in the Neue Zeitschrift für Musik emphasized that the 
quartet contained two German and two French players, and that the performances had succeeded in raising aware-
ness of the classical German quartet repertoire in culturally French Geneva. See. A. v. G___n, “Briefe aus Genf,” Neue 
Zeitschrift für Musik 46, no. 9 (27 February 1857), 93–95. No doubt Helene was exposed to the German classical 
repertoire at home, so it is little wonder that she was attracted to Brahms’s songs. 5. See Adolf Hofmeister, ed., Hand-
buch der musikalischen Literatur...die von Anfang 1852 bis Ende 1859 neu erschienen und neu aufgelegten musikalischen 
Werke enthaltend (Leipzig: Hofmeister, 1860), 408. 6. Marie’s full name appears on the website of the Geneva Geneo-
logical Society, www.gen-gen.ch. Nietzsche first met the Köckert family on 11 April 1876 through the Swiss composer 
Hugo von Senger. 7. For an engaging discussion of Nietzsche’s relations with women, see Carol Diethe, Nietzsche’s 
Women: Beyond the Whip (Berlin: Degruyter, 1996). Emma’s birthdate appears not to be clearly established. The 
date given here is found on the website of the Geneva Geneological Society, www.gen-gen.ch. 8. A convenient sum-
mary of the connections between Brahms and Reger can be found in Peter Clive, Brahms and His World. A Biographical 
Dictionary (Lanham: The Scarecrow Press, 2006), 350. For Brahms’s relations with Siegfried Ochs, see Ochs’s memoir, 
Geschehenes, Gesehenes (Leipzig: Grethlein & Co., 1922). 
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Notes:  1. George S. Bozarth, in collaboration with Wiltrud 
Martin, The Brahms-Keller Correspondence (Lincoln and 
London: University of Nebraska Press, 1996). 2. Ibid., 120, 
123−24, 126−27, 129−33. 3. Keller to Brahms, Weesen, 10 
August 1886. Ibid., 95. 4. Ibid., 116. 5. Ibid., 120, 160. 6. Ibid., 
123, 160. 7. Ibid., 124, 160. 8. Johannes Brahms Briefwechsel, 
Band XI, Johannes Brahms Briefe an Fritz Simrock, edited by 
Max Kalbeck (Berlin: Deutsche Brahms-Gesellschaft, 1912), 
195. [Thun, 1. August 1888.] “Ich denke am Sonntag nach 
Weesen zu fahren und wohl Mittwoch zurück zu sein. Sie 
melden jedenfalls, wann Sie kommen, daß man zu Haus – oder 
in Bern ist.” 9. For further information see http://www.bruenig.
ch/sites/default/files/zb_a5_cmyk_flyerHistoric_web.pdf. 
10. Bozarth, op. cit., xxv. 11. Ibid., 124. 12. E. Herbert, Das 
Dominikanerinnenkloster Maria Zuflucht in Weesen (Uznach 
1956), 30: “Seit 1884 durften die Auswärtigen die Klausur 
nicht mehr betreten…” (From 1884 outsiders were no longer 
allowed). 13. The Hotel Mariahalden, a converted private villa, 
was opened in 1882. It was rebuilt and redesigned around 
1990, and the building no longer looks as it did formerly. See 
Xaver Bisig, Bild vom Bild, Ausstellung mit Druckgrafiken von 
Weesen aus dem 18. und 19. Jahrhundert (Weesen: Museum 
und Galerie Weesen, 2013), 13. 14. Quoted in Xaver Bisig, 
Wird er nach Weesen kommen? (Weesen: Museum und Galerie 
Weesen, 2012), 66: “Alle Pensionen und Hotels (und solche 
gibts in Weesen einige!) sind vollgepfercht.” 15. Keller refers 
to her as Frau von Hessert in his letter to Brahms of 30 May 
1890 (Bozarth, op. cit., 149). 16. Bozarth, op.cit., 312−13. The 
full name and dates for Helene were found by William Horne. 
17. Postmark date. Ibid., 126, 160. 18. Ibid., 129−31. 19. Ibid., 
132−33, 160. 20. Johannes Brahms Briefe an Josef Viktor 
Widmann, Ellen und Ferdinand Vetter, Adolf Schubring, ed. 
Max Kalbeck (Berlin: Deutsche Brahms-Gesellschaft, 1915), 
86. [Weesen, 6. August 1888.] “Morgen, Dienstag abend 8½ 
Uhr, komme ich durch Bern. Falls Sie gerade in der Nähe ein 
Glas Bier tränken, falls gar das Fremdenstübchen schon fertig 
wäre, würde es mich freuen. Aber genieren Sie sich nicht, 
sondern lassen im dritten Fall nach Thun durchfahren Ihren 
herzlich grüßenden J.B.” Translation by M. F. 21. Bozarth, 
op. cit., 126, 160. 

establishment” meant the convent rather than the Mariahalden, 
where Keller was staying. In any case, the convent was closed 
to visitors by that time.12 In fact, Brahms enjoyed the luxury 
of a fine hotel with spectacular views over the Walensee and 
surrounding mountains (Figures 4, 5, and 6).13 He was fortunate 
to secure a room at the Mariahalden on such short notice. 
The St. Galler Volksblatt reported on 18 August 1888 that “all 
guest houses and hotels (and there are a few in Weesen!) are 
crammed full.”14

The guest list at the Mariahalden reveals that Fräulein 
Köckert was accompanied to Weesen by her fiancé, who is listed 
as “Herr von Hessert, Amtsrichter [district judge], Nieder-Ulm” 
(consult Figure 2).15 Fräulein Köckert’s full name was Helene 
Charlotte Köckert (1864−1909), not Melanie, as indicated by 
Bozarth.16 On 7 September 1888 Brahms commiserated with 
Keller: “Frl. Köckert’s father said nothing to me (probably out 
of delicacy) about the engagement, so I know nothing except 
what you said in your short, cruel note. You unlucky fellow!”17 
The young woman’s betrothal appears to have been kept a secret 
from both Keller and Brahms because nobody wanted to ruin 
a rare opportunity for music-making with Brahms by telling 
Keller in advance that his “dear Wesen” was already engaged.

Later in September Brahms received a letter from Keller 
recounting in some detail his excursion in the mountains near 
Weesen with his friend the Berlin pedagogue Oscar Raif and 
a young widow from Berlin, during which time “cooking and 
keeping house à trois” in a small alpine cabin was “a lot of 
fun.”18 Brahms's light-hearted response, “Next time I will join 
you on your mountain excursions—that seems more rewarding 
than accompanying songs!”19 gives a hint that Brahms had not 
particularly enjoyed the experience of playing for Fräulein 
Köckert. An even more important clue as to his frame of mind 
is the letter to his Swiss friend Joseph Vicktor Widmann, posted 
from Weesen on Monday, 6 August 1888: 

Dear friend,
Tomorrow, Tuesday evening at 8:30, I am coming 
through Bern. Should you fancy a glass of beer 
somewhere nearby, and should the little guest room 
even be available, I would be delighted. However, 
don’t inconvenience yourself, since a third option 
is for yours truly to travel through to Thun,   
    J.B.20 

Brahms had originally planned to return to Thun on Wednes-
day, not Tuesday. Having undertaken the long journey over 
the Brünig to Weesen, he remained there for only one full 
day, Monday. On the same day he decided to cut short his 
visit, abandoning the company of Keller and the guests at the 
Mariahalden to return by the fast route in order to spend a 
little time in Bern with a trusted friend, whom he invited for 
a beer. Despite Brahms's expression of regret on 7 September 
that Keller’s imminent departure from “friendly, dear Weesen” 
removed any chance of visiting him again on his way home 
to Vienna,21 Brahms seems to have felt ill at ease amid the 
company at the Mariahalden in early August. Given its abrupt, 
premature ending, the Weesen visit, so exhilarating to Keller 
and his friends, seems to have been an uncomfortable rather 
than a pleasurable experience for Brahms.

Michael Freyhan, Xaver Bisig

Figure 6: Lithograph ca. 1885, from Xaver Bisig, Wird er nach
Weesen kommen? (Weesen: Museum und Galerie Weesen, 2012), 69.
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Review
Brahms, Johannes. Klavierstücke. Edited by Katrin Eich. 
Johannes Brahms neue Ausgabe sämtlicher Werke Serie III, 
Band 6. Munich: G. Henle Verlag, 2011. 

The rapid advance of the new Brahms complete edition 
is a great boon to performers and scholars alike. As of this 
writing, twenty volumes have appeared, including the four 
symphonies, the Violin Concerto, Double Concerto, Second 
Piano Concerto, and the two serenades. Important repertoire 
that was omitted altogether from the old complete edition 
edited by Eusebius Mandyczewski and Hans Gál1 has begun 
to appear, including Brahms’s four-hand arrangements of some 
of his orchestral works, his four-hand arrangements of music 
by other composers, some of which have never appeared in 
print, and a much-anticipated volume that will be devoted to 
his performance materials of Bach cantatas.2

An especially welcome volume contains Brahms’s short 
piano pieces, some of his most widely performed and frequently 
analyzed music. These works include early pieces (the Scherzo, 
Op. 4, and the Op. 10 Ballades), middle-period works (the 
Waltzes, Op. 39, Piano Pieces, Op. 76, and Rhapsodies, Op. 
79), and Brahms’s inimitable late character pieces (Opp. 
116−119).3 The edition takes into account a great many sources 
not employed by Mandyczewski and Gál, as well as some not 
listed in Margit McCorkle’s catalog of Brahms’s works.4 These 
disparate opera present a multiplicity of editorial challenges, 
so the thoroughness, completeness, and consistency of editor 
Katrin Eich’s work is especially gratifying.

Among the many virtues of the new complete edition, 
perhaps the most admirable is the extraordinary detail of its 
critical reports, in which minute discrepancies between sources 
are recorded. The full reporting of these details is especially 
valuable in the case of the late piano works, since, as Camilla 
Cai has shown, Brahms’s editing and proofreading of these 
scores betrays an inconsistent attention to detail.5 For example, 
m. 7 of the Intermezzo, Op. 119, No. 3, stands as shown in 
Example 1b in both the first edition and in the old complete 
edition. In the new complete edition, the passage reads as 
in Example 1c, with the corrected reading derived from an 
autograph Brahms gave to Clara Schumann, and by analogy 
to a parallel passage in m. 19 (p. 336). It is instructive to see 
how the error originated. The first edition was engraved from a 
copy (Abschrift) made by Brahms’s Viennese copyist, William 
Kupfer. Kupfer was almost certainly working not from the 
autograph Brahms gave to Clara Schumann but from a different 
one that has apparently not survived. It was Brahms’s habit 
in his manuscripts to use abbreviations for repeated chords in 
the manner shown in Example 1a, taken from the autograph 
he gave to Clara Schumann. The passage likely stood in this 
way also in the autograph used by Kupfer, who evidently failed 
to observe the beam through the upward stem on beat 1 in 
m. 7. On copying the passage a second time in m. 19, Kupfer 
wrote out the repeated chords as Brahms had intended, leaving 
discrepant readings between the two measures. Astonishingly, 
Brahms twice failed to notice Kupfer’s error: first, when he 
made corrections to Kupfer’s Abschrift before sending it to his 
publisher, Fritz Simrock; and second, when he corrected the 
proof sheets prior to publication. So one can only agree with Cai 

that, although there is evidence that Brahms proofread certain 
passages in the late piano works with care, his proofreading 
of them on the whole was not thorough. In particular, as the 
previous example shows, he sometimes failed to regularize the 
notation of parallel passages.

In the new complete edition, note-changes such as 
those illustrated above are rare, but there are a great many 
corrections to the placement of dynamic markings, the length 
of hairpin crescendos and dimuendos, and the placement 
of pedal markings, all important refinements that restore 
Brahms’s original intentions to the scores. The edition also 
provides information that might affect performance concepts 
in the broadest terms. For instance, Brahms’s indication for 
the tempo and characterization of the Intermezzo, Op. 119, 
No. 3, was Allegretto grazioso in an autograph presented to 
Clara Schumann, but was Allegretto grazioso e giocoso in the 
copy made by William Kupfer. Kupfer’s Abschrift shows that 
Brahms subsequently considered changing the tempo 
designation to Vivace before finally settling on the published 
version, Grazioso e giocoso. It was not unusual for Brahms to 
dither over tempo and character designations. The evidence 
suggests that in this case a rather wide range of tempos would 
suit him, so long as the character was right. 

One of the most interesting aspects of this (or any) scholarly 
edition is its limits. We have here a score that is far more 
reliable and correct than any edition of these works that has 
ever appeared. But there are still cases in which Brahms’s 
intentions cannot be discerned completely. There may be some 
interruption in the chain of evidence, such as missing proof 
sheets, or even obstacles imposed by Brahms himself. Consider, 
for example, a problem that has vexed generations of pianists: 
the small discrepancies between presentations of the vigorous A 
theme in the Rhapsody, Op. 119, No. 4. Example 2 places these 
discrepancies in relief.

In mm. 2−14, 42−54, and 218−30 there are subtle differences 
between analogous left-hand passages. There are E-flat octaves 
in measures 31 and 131, as opposed to the same octaves with 
added B flats in measures 431, 531, 2191, and 2291, all denoted 
by the letter x in Example 2. So it would appear that Brahms 
intended the initial presentation of the A theme to be less thick 
in the bass texture than subsequent ones. But the critical notes 
inform us that the B flat was present in m. 3 in the autograph 
Brahms presented to Clara Schumann; it was missing in 
Kupfer’s Abschrift—copied from a different, now missing 
autograph—and in the first edition.6 Since Brahms often used 
abbreviations to indicate repeated measures in his autographs, 
a single miscopying by Kupfer in m. 3 might have resulted in a 
second one in m. 13. Unfortunately, we possess neither the source 
from which Kupfer made his copy nor the printer’s proofs on 

Example 1: Johannes Brahms, Intermezzo, Op. 119, No. 3, m. 7



- 7 -

Example 2: Johannes Brahms, Rhapsody, Op. 119, No. 4
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Correspondence
Renate and Kurt Hofmann report that on 17 June 2014 

the Senate of the Freien und Hansestadt Hamburg held a 
celebration in City Hall commemorating the 125th anniversary 
of Brahms’s being proclaimed an honorary citizen of Hamburg 
(see certificate on page 9). The program included selections 
from Brahms’s Walzer, Op. 39, and Liebeslieder Walzer, and an 
address by Kurt Hofmann entitled “Johannes Brahms zwischen 
Hamburg und Wien.”   

The centennial of the death of Herzog Georg II of Sachsen-
Meiningen on 25 June was marked by a group excursion to 

which Brahms would have made last-minute corrections, so it is 
not possible to verify whether the “missing” B flats in measures 
3 and 13 resulted from a copying error. In this case the editor has 
given preference to the first edition reading, reasoning, perhaps, 
that the deployment of single octaves (without an added fifth) 
relatively consistently throughout the first statement of the 
theme (compare, for example, the left-hand textures in mm. 61, 
361, and 2221) makes it more likely that the first edition reading 
represents Brahms’s intentions faithfully. Still, the similarity of 
the source situation in this instance to the one governing m. 7 of 
the Intermezzo, Op. 119, No. 3, discussed above, suggests the 
extent to which the making of this edition required the judicious 
exercise of editorial discretion.

There are two discrepancies between the three statements 
of the rondo theme that are more difficult to justify musically, 
and one cannot help but wonder whether they betray Brahms’s 
casual approach to regularizing parallel passages. Compare the 
left-hand readings in measures 81, 481, and 2241, all denoted by 
the letter y in Example 2. Why would Brahms have omitted the 
inner B flat of the left-hand chord in measure 48, but included 
it in mm. 8 and 224? The editorial report indicates that all the 
available sources agree on this curious reading. A similarly 
inexplicable anomaly occurs in m. 532.2, where the left-hand’s 
E flats appear one octave higher than in five comparable 
instances, all indicated by the letter z in Example 2. Are these 
discrepancies intentional “microvariants” in the text, or are they 
unintentional inconsistencies that escaped Brahms’s notice?7 
Given the complete concurrence of the sources for these 
readings, no responsible editor would ever think of altering 
them. But, recalling Brahms’s careless editing of Op. 119, 
No. 3, we are left to ponder his intentions.

This edition offers tantalizing glimpses into variant readings 
and sketches. The transcription of a rejected retransitional 
passage found in the autograph of the Intermezzo, Op. 116, 
No. 4, that was long hidden under a pasteover and heavily 
crossed out by Brahms (p. 308), is especially welcome.8 On the 
other hand, I was sorry to see that the early version of Op. 76, 
No. 1 that Brahms sent to Clara Schumann in 1871 was not 
transcribed in this volume, which, for the sake of completeness, 
would have been desirable. Perhaps this was owing to the fact 
that a transcription has already appeared in a recent performance 
edition.9 But despite this small loss, this volume abounds with 
evidence of Brahms’s creative processes, whether observed 
through his inner debates over performance directives, the 
puzzle of “microvariants,” or tantalizing evidence of alternative 
compositional paths.10

       
William Horne

Notes: 1. Johannes Brahms, Sämtliche Werke, 26 vols., ed. 
Hans Gál (vols. 1−10) and Eusebius Mandyczewski (vols. 
11−26) (Leipzig: Breitkopf & Härtel, 1926−27). 2. See 
Johannes Brahms. Neue Ausgabe sämtlicher Werke, Serie IX
Band 1: Arrangements für ein Klavier oder zwei Klaviere zu 
vier Händen, ed. Valerie Woodring Goertzen (Munich: G. Henle 
Verlag, 2012). Concerning the volume related to Bach’s cantatas, 
see Robert Pascall, “‘In Concert-Life, the Most Striking, Most 
Pleasing of Adventures” ‒ Brahms’s Arrangements of Bach’s 
Cantatas,” this Newsletter 31 (Fall 2013): 1‒8. 3. This volume 
went to press too soon to include Brahms’s “Albumblatt,” a short 
piano work recently found in the album of Arnold Wehner. See 

Johannes Brahms, Albumblatt für Klavier (Kassel: Bärenreiter, 
2012), George Bozarth, “Brahms’s Waltz in A Minor,” this 
Newsletter 29, no. 1 (Spring 2011): 8, and Michael Musgrave, 
“An Afternoon in the Saleroom,” this Newsletter 30, no. 1 
(Spring 2012): 9−10. The piano pieces without opus number 
were edited by Camilla Cai and published in 2007 as Serie III 
Band 7. 4. Margit McCorkle, Johannes Brahms. Thematisch-
Bibliographisches Werkverzeichnis (Munich: G. Henle Verlag, 
1984). Sources referenced in both the McCorkle Catalog and 
the new complete edition are conveniently tabluated in the 
Editorial Report, pp. 195‒250. 5. See Camilla Cai, “Brahms’ 
Short, Late Piano Pieces—Opus Numbers 116−119: A Source 
Study, an Analysis and Performance Practice,” Ph. D. diss., 
Boston University, 1986, and Camilla Cai, “Was Brahms a 
Reliable Editor? Changes Made in Opuses 116, 117, 118, and 
119,” Acta Musicologica 61 (1989): 83‒101. See also George 
Bozarth, “Editing Brahms’s Music,” in Brahms Studies 2, ed. 
David Brodbeck (Lincoln and London: University of Nebraska 
Press, 1998), 1‒30. In a recent monograph, Kathrin Kirsch 
discusses Brahms’s proofreading in detail, focusing on issues in 
the Second Piano Concerto, Op. 83, and the String Quintet, Op. 
88, and on Brahms’s working relationship with the house editor 
of the Simrock publishing firm, Robert Keller. See Kathrin 
Kirsch, Von der Stichvorlage zum Erstdruck. Zur Bedeutung 
von Vorabzügen bei Johannes Brahms (Kassel: Bärenreiter, 
2013). In the article cited above, Bozarth muses that Brahms’s 
proofreading difficulties in the late piano works may result from 
his having lost the excellent assistance of Keller, who died in 
1891. 6. Kupfer’s Abschrift of the Op. 119 pieces is now held in 
the Juilliard Manuscript Collection, and may be viewed at www.
juilliardmanuscriptcollection.org. 7. Michael Struck discusses 
the problems of editing “Mikrovarianten” in Brahms’s works in 
“Kann man Brahms gut edieren? Korrekturen, Mikrovarianten 
und Aufführungstraditionen als editorische Hürden und Hilfen,” 
in Internationaler Brahms-Kongreß Gmunden 1997, ed. Ingrid 
Fuchs (Tutzing: Hans Schneider, 2001), 629‒46. 8. For a 
facsimile showing the pasteover still in place, see Johannes 
Brahms, Fantasien für Klavier Opus 116. Faksimile nach dem 
Autograph, im Besitz der Staats- und Universitätsbibliothek 
Hamburg (Munich: G. Henle Verlag, 1997).  9. See Johannes 
Brahms, Klavierstücke Op. 76: mit der Urfassung des 
Capriccio fis-Moll, ed. Peter Petersen (Vienna: Wiener Urtext 
Edition, 1992). 10. The new complete edition texts of Opp. 4, 
10, 76, 117, and 118 are available in individual performance 
editions from G. Henle Verlag. Each volume contains a Preface 
in German, English, and French derived from the Preface of the 
complete edition, and editorial notes in German and English 
that present the most salient information from the notes in the 
complete edition. 
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Recent Publications 
Books and Articles

Berry, Paul. Brahms among Friends: Listening, Performance, 
and the Rhetoric of Allusion. New York: Oxford University 
Press, 2014. ISBN 978−0−19−998264−6

Bonds, Mark Evan. Absolute Music: The History of an 
Idea. New York: Oxford University Press, 2014. ISBN 
978−0−19−934363−8
Borchard, Beatrix, and Kerstin Schüssler-Bach, eds. Brahms-
Studien, Band 17. Johannes-Brahms-Gesellschaft Hamburg. 
Tutzing: Hans Schneider, 2014. ISBN 978−3−86296−072−9
Thomas Synofzik, “Domenico Scarlatti – Clara Schumann – Johannes 
Brahms. Neues zu einer Dreiecksbeziehung,” 11−28
André Podschun, “‘Hüte dich nur und bewahre deine Seele wohl.’ Der 
‘Tag von Potsdam’ und der dritte der Fest- und Gedenksprüche von 
Johannes Brahms,” 29−50
Michael Struck, “Skandal in Kopenhagen? Johannes Brahms’ 
Aufenthalt in der dänischen Hauptstadt anno 1868,” 51−78
Kerstin Schüssler-Bach, “‘Fragmente aus melancholischen Balladen.’ 
Die Ophelia-Lieder von Johannes Brahms und ihre Transkription für 
Sopran und Streichquartett durch Aribert Reimann,” 79−96
Robert Pascall, “Johannes Brahms und Charles Villiers Stanford: Der 
Briefwechsel,” 97−112 
Andreas Zurbriggen, “Eduard Brinckmeier als Übersetzer des ‘Gesang 
aus Fingal.’ Eine Richtigstellung,” 113−34
Styra Avins, “Revision des Requiems: Ein Brief in Dresden und 
Brahms’ Schweizer Reise mit seinem Vater,” 135−52
Katrin Bock und Ulrich Tadday, “Bericht zum Fund der Bremer 
Fassung des Triumphliedes in C-Dur von Johannes Brahms,” 153−62
Nors S. Josephson, “Zyklische Intervalltechniken in der Musik von 
Johannes Brahms,” 163−82

Geiringer Scholarship Awarded
The Karl Geiringer Scholarship in Brahms Studies for 2014 

has been awarded to Robin Wilson of the University of Sydney 
to support completion of his dissertation, “Style and Interpre-
tation in the Nineteenth-Century German Violin School with 
Particular Reference to the Three Sonatas for Pianoforte and 
Violin by Johannes Brahms.” Wilson’s work focuses on the 
violinists in Brahms’s circle, Joseph Joachim and his students 
Marie Soldat-Roeger and Leopold Auer, and examines aspects 
of performance including vibrato, bowing, portamento, articu-
lation, tempo, and rhythmic flexibility. The Committee was 
particularly impressed by Wilson’s sensitive and careful use 
of spectrogram analysis in conjunction with contemporaneous 
treatises, letters, reminiscences, and annotated editions, and by 
the rigor and originality of his work. Wilson is a member of 
the Ironwood chamber ensemble, which has toured extensively 
playing Brahms’s Op. 25 and Op. 34 (including at the ABS con-
ference “Brahms in the New Century” in 2012). Congratula-
tions, Robin Wilson!

The Geiringer competition is open to those in the final stag-
es of preparing a doctoral dissertation in the English language. 
Guidelines for applicants are posted on the Society’s website. 
Applications should be emailed to Dr. Ryan Minor, Chair, Gei-
ringer Scholarship Committee, at ryan.minor@stonybrook.edu 
by 1 June.

Brahms News
 

Beginning with this issue the Newsletter is being printed 
by Express Press in South Bend, Indiana. The editors wish to 
extend their thanks to Jenifer Schmidt and her colleagues at 
Alphagraphics on Elliott Avenue in Seattle for their printing 
of the Newsletter over many years. Their professionalism and 
positive outlook made working with them a pleasure. We remind 
our members that dues, donations, and correspondence relating 
to membership now should be sent to Daniel Beller-McKenna 
at the address given on page 11 of this issue. 

Laurie McManus (Shenandoah University) has received 
a grant from the Virginia and George Bozarth Fund for 
musicological research in Austria for work relating to her book 
Brahms in the Priesthood of Art: Viennese Aesthetics at the 
Crossroads of Purity and Sensuality.

Karen Anne Leistra-Jones (Franklin and Marshall College) 
is the recipient of an NEH Summer Stipend for her project 
“Curating the Musical Museum: The Brahms Circle and 
Modern Performance.”

This year’s Brahms Award winner at The Ohio State 
University is mezzo-soprano Lianna Wimberly-Williams, a 
graduate student from Jonesboro, Georgia. She studied Lieder 
by Brahms and hopes to perform the Alto Rhapsody. The 
Brahms Fund was established by longtime ABS member and 
emeritus professor of philosophy Tony Pasquarello, in memory 
of his son, violinist A. Joseph Pasquarello, and in honor of 
Johannes Brahms.

Schloss Altenstein, summer residence of the Duke and his wife, 
Helene Freifrau von Heldburg (formerly actor Ellen Franz). 
Under the direction of Hans von Bülow, the Court Orchestra at 
Meiningen was one of Europe’s finest. Brahms was extremely 
fond of the orchestra, which premiered his Fourth Symphony 
on 25 October 1885, and of spending time with the Duke and 
Duchess on their beautiful estate. The palace, severely damaged 
by fire in 1982, is being rebuilt, and will contain a room 
dedicated to Brahms’s memory. The contributions of the so-
called “Theaterherzog,” to practices of staging and directing, 
and the long-term economic impact of his support of the arts 
are described by Dr. Jan Brachmann in the Berliner Zeitung for 
25 June 2014.

Brahms’s certificate of honorary citizenship from the 
Free and Hanseatic City of Hamburg
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Jüri Reinvere, “Lebenskreuzungen – Wie Brahms’ Musik die 
Menschen trifft,” 183−96  
Michael Struck, “Wie soll man Johannes Brahms’ 5. Ungarischen Tanz 
spielen? Ein ‘unbekanntes’ Schreiben des Komponisten,” 197−204
Niklas Schmidt, “Brahmsiade Hamburg 2013. Johannes Brahms 
zwischen Tradition und Aufbruch,” 205−10
Norbert Meurs, “Die schöne Magelone von Johannes Brahms. 
Anmerkungen zur Schallplatten- und Aufführungsgeschichte eines 
problematischen Zyklus,” 211−22
Johannes Behr, Katrin Eich, Michael Struck, “Neues aus der Kieler 
Forschungsstelle der Neuen Brahms-Ausgabe,” 229−36
Wolfgang Sandberger, “Neues aus dem Brahms-Institut an der 
Musikhochschule Lübeck. Bericht aus den Jahren 2012–13,” 237−48

Breyer, Knud. Komponierte Geschichte: Johannes Brahms’ 
spätes Klavierwerk und die Idee eines historisch-systematischen 
Gattungskompendiums. 2 vols. Sinzig: Studio Verlag, 2014. 
ISBN 978−3−89564−153−4

Eybl, Martin. “Denkmäler der Tonkunst in Österreich (DTÖ): 
History and Editorial Program.” Notes: Quarterly Journal of the 
Music Library Association 70, no. 3 (March 1, 2014): 413−20.

Gosman, Alan. “Canonic Threads and Large-Scale Structure in 
Canons.” Gamut: Online Journal of the Music Theory Society 
of the Mid-Atlantic 5, no. 1 (2012): 133−84. Includes discussion 
of Brahms’s Variations on a Theme of Schumann, Op. 9.

Haas, Michael. Forbidden Music: the Jewish  Composers 
Banned by the Nazis. New Haven: Yale University Press, 2013. 
ISBN 9780300154306 
Chapter 3: “An Age of Liberalism, Brahms and the Chronicler 
Hanslick,” 43−61

Hamilton, Katy, and Natasha Loges. Brahms in the Home and 
the Concert Hall: Between Private and Public Performance. 
Cambridge: Cambridge University Press, 2014. ISBN 
9781107042704 
Katy Hamilton and Natasha Loges, “Brahms in the Home: An 
Introduction,” 1−21
Robert W. Eshbach, “The Joachim Quartet Concerts at the Berlin 
Singakademie: Mendelssohnian Geselligkeit in Wilhelmine Germany,” 
22−42
Marie Sumner Lott, “Domesticity in Brahms’s String Sextets, Opp. 18 
and 36,” 43−94
Katrin Eich, “Where Was the Home of Brahms’s Piano Works?” 
95−109
Michael Struck, “Main and Shadowy Existence(s): Works and 
Arrangements in the Oeuvre of Johannes Brahms,” 110−36
Robert Pascall, “Brahms Arranges His Symphonies,” 137−57
Valerie Woodring Goertzen, “At the Piano with Joseph and Johannes: 
Joachim’s Overtures in Brahms’s Circle,” 158−77
Helen Paskins, with Katy Hamilton and Natasha Loges, “Brahms and 
His Arrangers,” 178−220
Styra Avins, “Brahms in the Wittgenstein Homes: A Memoir and 
Letters,” 221−55
Heather Platt, “The Construction of Gender and Mores in Brahms’s 
Mädchenlieder,” 256−78
Katy Hamilton, “Music inside the Home and outside the Box: Brahms’s 
Vocal Quartets in Context,” 279−99
Natasha Loges, “The Limits of the Lied: Brahms’s Magelone-
Romanzen Op. 33,” 300−23
Markus Böggemann, “Being (Like) Brahms: Emulation and Ideology 
in Late Nineteenth-Century Hausmusik,” 324−45
Richard Leppert, “The Cultural Dialectics of Chamber Music: Adorno 
and the Visual-Acoustic Imaginary of Bildung,” 346−65

Köhler, Hans-Joachim. “Gesänge der Frühe, oder Der Flügel-
schlag des Phoenix.” Correspondenz: Mitteilungen der Robert-
Schumann-Gesellschaft e. V. Düsseldorf 34 (January 2012): 
41−56. Explores evidence of Brahms’s influence.

Rayl, David, and Jeff Faux. “Giving Patient Hope to the Exile: 
Rethinking Brahms’s Requiem.” Choral Journal 54, no. 11 
(June–July 2014): 18−31.

Wohlthat, Martina. “Die Basler müssen ja aber schon in 
Verlegenheit sein–”: Anmerkungen zur Uraufführung von 
Brahms’ Gesang der Parzen, Basel 1882.” In Notenlese: 
Musikalische Aufführungspraxis des 19. und frühen 20. Jahr-
hunderts in Basel, edited by Martina Wohlthat, 171−76. Basel: 
Schwabe, 2013. ISBN 978−3−7965−2935−1

Facsimile Edition

Johannes Brahms, Wiegenlied op. 49 Nr. 4. Faksimile nach 
dem Autograph des Glinka-Nationalmuseums für Musikkultur, 
Moskau. Commentary by Wolfgang Sandberger, introduction 
by Brigitte Fassbaender. Meisterwerke der Musik im Faksimile 
30. Laaber: Laaber Verlag, 2013. ISBN 978–3–89007–777–2

Papers Presented

Paper read at the annual meeting of the Society for Music 
Theory, Charlotte, NC, 31 October−3 November 2013: 
Wing Lau (University of Oregon), “The Expressive Role of Meter 
Changes in Brahms’s Lieder”

Papers read at Music Theory Southeast, University of South 
Florida, Tampa, FL, 21−22 March 2014:
Gillian Robertson (Florida State University), “Brahms’s Emergent 
Identity: A Narrative Interpretation of Variations on a Theme by 
Paganini, Op. 35, Book 1” 
Jayme Wagner (University of Cincinnati College-Conservatory of 
Music), “Rhythmic and Metric Dissonance in Brahms’s Liebeslieder 
Walzer, Op. 52”

Paper read at The New England Conference of Music Theorists, 
Connecticut College, New London, CT, 29−30 March 2014:
Loretta Terrigno (CUNY Graduate Center), “Modal Mixture as a 
Dynamic Process in Two Brahms Songs” 

Paper read at the meeting of the Midwest Chapter of the AMS, 
University of Minnesota, Minneapolis, MN, 12 April 2014:
Geoffrey Wilson (Independent Scholar), “A Past That Was Never 
Present: Bergsonian Temporality and Brahms’s Intermezzo, Op. 119, 
no. 2”

Paper read at Music Theory Midwest, Lawrence University 
Conservatory of Music, Appleton, WI, 25−26 April 2014:
Lucy Liu (Indiana University), “Inner Form/Outer Form, and 
Questions of Ambiguity in the Adagio of Brahms’s Opus 111”

Paper read at the meeting of the Greater New York Chapter of 
the AMS, New York University, 26 April 2014:
Styra Avins, “Brahms in the Wittgenstein Homes”

Papers read at the 18th Biennial International Conference on 
Nineteenth-Century Music, University of Toronto, Canada, 
18−20 June 2014:
Diego Cubero (Indiana University), “Voice-Leading Bifurcations and 
the Trope of Separation in Selected Songs by Brahms”

(Continued on page 12)
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Please send information on the ABS and a sample Newsletter to the 
following people: 
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     Karl Geiringer Scholarship Fund. My contribution is in 
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Please note: The ABS, like many non-profit organizations, has tem-
porarily lost its tax-exempt status but is in the process of reapplica-
tion with the IRS. In the meantime, contributions to the Society are no 
longer tax deductible. We are grateful for our members’ patience as we 
go through this process.
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Editors’ Notes
The Editors would like to thank the contributors to this 

issue. Michael Freyhan, a graduate of Cambridge University, 
UK, combines musicological research with a concert and record-
ing career as pianist, harpsichordist and violinist-violist. He has 
published articles in the Journal of the American Musicological 
Society, Mozart-Jahrbuch, and Acta Musicologica. His book 
The Authentic Magic Flute Libretto: Mozart’s Autograph or the 
First Full-Score Edition? was published by Scarecrow Press 
in 2009. He has also contributed articles to The Strad, Strings 
(as London Corresponding Editor), Piano Quarterly, Brio, and 
Musical Opinion and lectured widely at American universities, 
including Harvard, Princeton, Stanford, and New York, and in 
Europe at Oxford, Cambridge, London, Leipzig, and Moscow. 
Publications include a Toy Symphony and the completion of 

Süssmayr’s Concerto Movement for basset clarinet (mentioned 
by Mozart in his letters) from autograph sketches in the Brit-
ish Library. The work has been performed at the Musikverein, 
Vienna, and recorded twice on CD. Xaver Bisig, born in Weesen 
am Walensee, Switzerland, in 1955, studied mechanical draw-
ing. After many years working in the publicity department of an 
industrial firm, at the age of thirty he founded his own agency 
selling books and designing logos and brochures. Deeply root-
ed in the area of his birth and residence, Weesen, he devotes his 
free time to local history, publishing numerous brochures and 
journal articles. He was the initiator and driving force behind 
the renovation of the Weesen Museum in 2010 and has cre-
ated a number of special exhibitions, including one about Franz 
Liszt’s Swiss journey in 1835, during which he composed the 
piano piece “Au lac de Wallenstadt.” In the last ten years Xaver 
Bisig has been a painter, acquiring a reputation as an abstract 
pop artist. William Horne is the Francisco M. Gonzalez Profes-
sor of music theory and composition at Loyola University New 
Orleans and co-editor of the Newsletter. His articles on Brahms 
have appeared in The Musical Quarterly, Journal of Musicol-
ogy, Journal of Musicological Research, NOTES, and various 
essay collections.  

We are grateful to Prof. Dr. Otto Biba for providing the cover 
photo and to Peter Smith and the staff of the Department of Mu-
sic at the University of Notre Dame for distributing the News-
letter to our members. Correspondence, ideas, and submissions 
for the Newsletter are always welcome, and email communi-
cation is especially encouraged. Materials for the Spring 2015 
issue should be sent to the Editors by 1 February.

Papers Presented, continued from page 10: 
Katy Hamilton (Royal College of Music), “Growing Audiences and 
International Advocates: George Henschel”
Julian Horton (Durham University), “Topical Discourse and Formal 
Narrative in the First Movement of Brahms’s Piano Concerto No. 2, 
Op. 83”
Natasha Loges (Royal College of Music), “The Infancy of the Concert 
Lied: Julius Stockhausen and Johannes Brahms”
Nicole Grimes (University College Dublin), “The Last Great Cultural 
Harvest: Nietzsche and Brahms’s Vier ernste Gesänge”
Heather Platt (Ball State University), “Brahms’s Laboratory: Probing 
the Limits of Competing Tonal Centers”


