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Brahms was twenty-nine years of age when he came 
to live in Vienna; except for occasional journeys, he 
never left the city. It was his appointment as conductor 
of the “Sing Akademie” which called him hence from 
his position as director of music to the Court of the 
Prince of Detmold. Vienna suited him, and he suited 
Vienna. Every summer he went to Ischl, the favourite 
resort of so many musicians, there with his friends the 
composers Ignaz Brüll, Leschetizky, Johann Strauss, 
his brother Edward, Hanslick, the great critic, and 
Billroth, who, had he not been a great surgeon, would 
certainly have been a great musician. He and the 
Strausses are no more, but they still live in the memory 
of the Viennese. His friend Victor Miller von Aichholz 
lived at Gmunden, just a pleasant walk from Ischl; 
there this friend has presented the town with a museum 
of Brahms reliques.

Amelia Sarah Levetus in 
Brahms’s Vienna

The name of Amelia Sarah Levetus (1853–1938)1 cannot 
be found in any published Brahms bibliography of which I am 
aware. Nevertheless, she authored a sympathetic reminiscence 
of Brahms’s last years in Vienna that included two images from 
Brahms’s apartment at Karlsgasse 4.

A native of England, Amelia Levetus spent much of her 
adult life in Vienna, where she became a correspondent for 
the influential British art journal The Studio, organized and led 
Vienna’s John Ruskin Club, advocated for equal opportunity 
for women, championed Secession art and middle-European 
folk art, and taught at Vienna’s Volkshochschule from its 
founding in 1901 until her death in 1938. In 1897 she became 
the first woman to present a public lecture at the University 
of Vienna.2 Although she was trained as an economist, most 
of her work was focused on intercultural education; at the 
Volkshochschule she brought courses on English language, 
literature, culture, and politics to adult learners, while her work 
for The Studio communicated trends in the Viennese art world 
to a British readership.3 She made one attempt in particular to 
bring a broader appreciation of Vienna to her native land: her 
book Imperial Vienna: An Account of Its History, Traditions, 
and Arts.4  

Imperial Vienna is not a scholarly book. It combines popular 
history, social commentary, and travelogue in an engaging style 
that would attract an English Victorian readership. Levetusʼs 
discussion of Vienna’s musical history is the work of a music 
lover rather than a professional musician.5 But her discussion 
of Brahms, although in places historically inaccurate, is on 
certain points unusually detailed, and based in part on first-hand 
observation.6 It is reproduced below.

I remember the first time I ever saw Brahms, his 
fine head with its thick locks and massive features at 
once attracted me to him; Hanslick, his friend, sat next 
to him. It was that evening that Hubermann, then a 
boy of eleven years, played Brahms’ violin concerto 
and took Vienna by storm.7 I saw Brahms afterwards 
in the artists’ room go up to the lad and embrace him, 
saying, “So habe ich es mir gedacht.” [That is how I 
imagined it.] No word of praise could be greater, and 
I saw the boy’s face flush with joy. Surely he too can 
never forget that moment.

Johann Strauss, Jr. and Johannes Brahms at Ischl in 1894. 
Courtesy of the Brahms-Institut an der 

Musikhochschule Lübeck
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Brahms was born in Hamburg on the 7th of May 
1834, and died in Vienna on April 3, 1897, so that 
he had almost completed his sixty-third year. Thirty-
four years he lived in the Kaiserstadt. He had already 
written much and begun to gain repute when he came 
to Vienna. Schumann had recognised his talent. He 
was nineteen years old when that master made his 
acquaintance, and he then wrote to a friend, “There 
is a young man here from Hamburg named Johannes 
Brahms, of so much force and originality that he 
appears to excel all others by far, and will certainly 
bring you some of his beautiful compositions—songs.”

Somehow or other Brahms never set up 
housekeeping on his own account; he first rented one 
room, then two, and finally, when he felt his position 
sure, he took a third. He lived thirty years in one house, 
or rather in one flat, and when at the end of eighteen 
years his landlady died would not move, but stayed 
there alone till he found a lady, in the person of Frau 
Truxa, herself a writer and the widow of a well-known 
journalist, to look after him. In her home he lived 
twelve years. The rooms are just in the same condition 
as when he died, for except for a pious dusting and 
cleaning nothing has been touched; the watch lies by 
his bedside on the same spot where he placed it; the 
candle, as when extinguished at the hour of his death; 
the calendar still shows April 3, 1897; the half-burnt 
cigar is where he laid it down on an ash-tray on the 
piano. A holy air of sanctity and harmony seems to 
hover over all. One enters the sitting-room where 

stands the piano, which, however, he rarely used of late 
years; near it the chair presented by the Gesellschaft der 
Musikfreunde. Busts of famous musicians are about, 
including one of Liszt, whose friendship, only broken 
by death, he made in his young years at Weimar. The 
library is beyond the sitting-room. Here are shelves 
filled with books, classic works which Brahms loved—
Shakespeare and Byron among them; the volumes are 
well worn; he read the plays in the original, for he knew 
English, French, and Italian. The master was very fond 
of reading, and enjoyed a quiet hour among his silent 
friends. Brahms always stood when composing, the 
desk is in the library, letters he wrote at a writing-table 
in the sitting-room. Beyond the library is the bedroom, 
where, too, there are many books. 

Brahms was very simple in his habits, but also a bon 
vivant. His breakfast he took in his rooms, preparing 
the coffee himself. Two rolls—very small ones, a 
long one and a round one—completed this meal; his 
dinner he always took at the same restaurant in the city, 
always at one particular table. After dinner, which was 
at 12:30 p.m., he went to a coffee-house where he read 
the papers, afterwards returning to his rooms. When 
he was not invited out to supper he provided his own, 
of German sausage, sardines, or such like; his drink 
being half-a-litre of ordinary Italian table wine, cheap 
and weak. 

Brahms was a very early riser, getting up in 
summer at five and in winter at six. He composed in 
the early morning hours when the fit was on him. He 
was very fond of walking to the Prater, hat in hand, 
which seems a custom here with great men. His figure 
was one of the best-known in Vienna. Even though the 
people may have been ignorant as to his identity—
his red cheeks, grey-blue eyes, and mass of grey hair 
and his short, thick-set body attracted attention—they 
felt instinctively, “He is somebody.” He always wore 
his nether garments turned up—“Bodenscheu,” the 
Viennese call it—whatever the weather might be. 

It was the Wurstl Prater which Brahms preferred, 
and for the reason that he was very fond of children—
that is, poor ones, those of the rich did not interest him 
so much. In the Wurstl Prater he sought out the little 
ones he loved, paying for their seats at the marionette 
theatre, or for them to have rides on the “merry-go-
rounds.” He always had sweets in his pockets; they 
looked like stones, and when the children doubted, he 
only smiled and said, “Try.” 

The composer and his friend Strauss also loved 
the Wurstl Prater amusements, and could often be 
seen riding on the carousels, on horseback, or in the 
carriages; the marionettes, too, they patronised for 
their own sakes as well as the children’s. 

At Ischl, too, Brahms sought out the children and 
gave them a good time. He loved birds. Every day he 
used to feed them with bread crumbs, and under his 
care they became almost tame, hopping at their ease 
about the window-sill. 

The composer was always very kind to the 
suffering. When his porter’s wife, an old woman of 

Figure 1: Erwin Puchingerʼs sketch of the chair 
presented to Brahms by the Gesellschaft der Musikfreunde
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seventy, was ill he often visited her, taking with him 
delicacies, which he invariably bought himself. He 
was very kind to a sick English lady, though unable to 
visit her; he had made her acquaintance at Frau Victor 
Miller von Aichholz’, the wife of his friend, where she 
was governess; he wrote her words of comfort, and so 
cheered her weary and suffering hours to the last. 

Brahms was a man who did not take the trouble to 
hide his likes and dislikes; for this reason many have 
accused him of being unfriendly. In everyday life he 
was very kind, modest, and retiring; he had few friends, 
but tried ones. He kept open house every morning, 
visitors were allowed to enter unannounced, anybody 
was welcome; ladies too, provided they were not 
unaccompanied, even then he felt relieved when they 
had left, the quicker the better for him; with men he 
loved to talk, provided their company was congenial. 

Many anecdotes have been told about Brahms and 
his visitors, none more characteristic than this. When 
he met anybody on the stairs who did not know him, 
and they happened to ask where he lived, he invariably 
said, “On the third floor, door 8,” and passed on without 
revealing himself. 

Brahms’ luck came to him late in life, but he, even 
in his poor days, always provided for his stepmother 
and stepbrother, who was an invalid. This stepmother 
profited nothing by Brahms’ will, owing to the litigation 
it has caused. He never thought of making a proper 
testament, for he was very unpractical. So he wrote a 
letter containing his last wishes—a legal form of will in 
Austria provided it be properly executed, with neither 
corrections nor erasures, and every page signed by the 
testator or bound together and sealed with his seal; 
no witnesses are necessary. This letter he sent to his 
publisher, Simrock of Berlin, and then asked for it back 
again, and made corrections and erasures. He left some 
of his money and his manuscripts to the “Gesellschaft.” 
No doubt but that he meant the “Gesellschaft der 
Musikfreunde,” but there are other such societies, and 
all claimed, so that although something has been done 
to bring the affair into order, there is still litigation, and 
likely to be for some time.

Brahms wrote all his chief works in Vienna or 
Ischl. It was in the former city, I believe, that Joachim 
became acquainted with him, afterwards introducing 
his friend’s works to England and America. Many, too, 
of his works were first heard at the Imperial Opera-
House, including his Deutsches Requiem, which was 
given there for the first time on the 2nd of November 
1879.8

When he died sorrow was deep. From far and near 
came expressions of tender regard for the dead master, 
and they gave him a funeral such as only the Viennese 
can give. From the moment of his death the flags were 
pitched at half-mast at the Opera-House and Musical 
Societies’ building. 

The funeral procession made its first halting-place 
at the Musik-Vereins-Saal, which was draped in black; 
a wreath was laid on the coffin in the name of professors 
and students; then Josef N. Fuchs, whose works will in 

the course of time receive their due acknowledgment, 
said the last adieu, the chorus singing Brahms’ 
Fahrwohl. It was a most impressive moment. From 
here the cortège proceeded to the Imperial Opera-
House and on to the little Protestant church in the 
Dorotheergasse, where the Männergesangs-choir sang 
Mendelssohn’s “Es ist bestimmt in Gottes Rath,” and 
when the prayers were over, they gave the “Wanderer’s 
Nachtlied,” and then they took him to the Central-
Friedhof, where he rests in the Musicians’ Corner.

Brahms is mentioned in two other places in Imperial Vienna. 
In discussing Johann Strauss, Levetus avers that “Brahms and 
Strauss were great friends, and he [Strauss] always played his 
compositions to the master before they were printed.”9 She 
also related that “The Wurstel-Prater is like a fair, the centre 
of attraction being the great Chinaman at Calafatti’s. He is 
many times taller than the great Chang, his hands are of such 
a size that they stretch themselves out to bless all those who 
are taking a ride in the merry-go-round which revolves around 
him like a top. This is one of those Brahms and Strauss used to 
patronise.”10 

It is best simply to pass over the inaccuracies in Levetus’s 
account: certainly Brahms was not born in 1834; he did not 
read Shakespeare in the original, nor write all his chief works in 
Vienna and Ischl; Joseph Joachim did not become acquainted 
with him in either of those places; above all, he did not enjoy 
a life-long friendship with Liszt! But the more interesting 
material is that which is more detailed—information that may 
have come to Amelia Levetus from people who knew Brahms, 
or from her own observations. Her account of Brahms’s funeral 
procession was evidently written from her own experience, 
probably with embellishment from newspaper accounts, in 
which one of the choral works performed was also misidentified 
as Mendelssohn’s “Es ist bestimmt in Gottes Rat.”11 Her 
account of the legal disputes surrounding Brahms’s estate is 
largely accurate.12 Her description of Brahms’s apartment after 
his death has a ring of authenticity about it, with her critical eye 
noting where Brahms had left things lying about. Her anecdote 
about Brahms’s concern for an English governess in the Miller 
zu Aichholz household is especially interesting since it has not 
been reported elsewhere. It is possible that she came by this 
information through the Miller zu Aichholz family during her 
study of Eugen Miller zu Aichholz’s extensive art collection.13  
Her discussion of  Brahms’s personal habits is unusually detailed, 
especially the information about his dining habits at home. One 
wonders whether she acquired this information from Brahms’s 
landlady, Celestine Truxa. Frau Truxa, whom Levetus notes 
was a writer, belonged to the Verein der Schriftstellerinnen und 
Künstlerinnen in Wien, a union of women artists and writers. 
Amelia Levetus, as a strong advocate for equality for women 
artists, may well have known her.14 The story about Brahms’s 
touching concern for his porter’s ill wife would be entirely in 
character for him, but is hard to verify. Porters, or Dienstmänner, 
were available in the streets to serve the public in Vienna. It is 
not out of the question that Brahms might have employed one 
particular Dienstmann on a fairly regular basis to run errands 
for him, and, learning of his wife’s illness, have quietly taken 
some compassionate measures to help her. This is the kind of 
information that Frau Truxa would probably have known.15 
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An especially gratifying element of Imperial Vienna is 
its illustrations, provided in the form of 150 graphite and ink 
wash drawings by Erwin Puchinger (1875–1944). Although 
not regarded today as an important artist, Puchinger was 
well trained. His high-water mark came several years before 
the appearance of Imperial Vienna, when his work received 
prominent placement in the Austrian Exhibition at the Paris 
World’s Fair in 1900. Although most of Puchinger’s drawings 
in Imperial Vienna represent buildings, monuments, outdoor 
sculpture and the like, some capture ordinary people in Vienna, 
including women going about their daily work. 

Two drawings are related to Brahms. One is a sketch of the 
chair presented to him by the Gesellschaft der Musikfreunde 
(opposite p. 306) (see Figure 1). Amelia Levetus may have 
asked for this drawing because of her interest in distinctive 
furniture.16 The chairback is inlaid with the first eight bars of 
the melody of the first song from Brahms’s Zigeunerlieder, 
Op. 103, complete with the text: “He, Zigeuner, greife in die 
Saiten ein!” (“Hey, Gypsy, play your violin!”) The chair is one 
of the few items of furniture from Brahms’s apartment that 
still exists; it is in the collection of the Haydnhaus Museum 
in Vienna. Puchinger’s other contribution is an ink wash 
drawing of Brahms’s bedroom and study (opposite p. 304) 
(see Figure 2). This drawing is made from approximately the 
same perspective as one of the much-reproduced photographs 
of Brahms’s apartment taken by Maria Fellinger, and it could 
have been drawn from Fellinger’s photograph, which was first 
published in 1900 (see Figure 3).17 However, there is a quality 
of light and airyness about the drawing which suggests that it 

was done from life. Even if Puchinger drew it from Fellinger’s 
photograph, his memory of the quality of the light in Brahms’s 
apartment must have influenced his work. Brahms was known 
to prefer spacious and well-lighted lodgings, and Puchinger’s 
representation conveys this quality of his rooms at Karls- 
gasse 4 very well. Light streams brightly through the window 
beside Brahms’s piano and reflects off his bed coverings; the 
inlaid floor and wallpaper gleam from the illumination. Under 
the impression of this drawing, our mental image of Brahms’s 
everyday surroundings, inevitably influenced by Fellinger’s 
relatively dark-hued photographs, changes from shadowy 
gloom to a warm, light-bathed space.

Amelia Levetus died in Vienna on 9 June 1938, a propitious 
time, for she was not only English but Jewish; she lived to 
see the Anschluss in March of that year, but did not have to 
endure the horror of Kristallnacht (November 1938) or all that 
followed. She was buried in the Zentralfriedhof in Vienna, the 
city she loved. Her legacy consists of her sustained efforts to 
spread knowledge about the Viennese art world and middle-
European folk art to readers of The Studio, to educate the 
Viennese about British life, language, and literature, and to 
advocate for the rights of women in Vienna. Her contribution to 
the Brahms bibliography is small, almost an incidental offshoot 
of her larger concerns, but it is not insignificant, as it includes 
some unique observations about Brahms, albeit made from a 
distance, by a thoughtful and honest observer.

William P. Horne

Figure 2: Erwin Puchingerʼs ink wash drawing of Brahmsʼs bedroom and study
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Notes. 1. Amelia Sarah Levetus was born in Birmingham, 
Warwickshire, on 22 October 1853. Her father, the jeweler and 
silversmith Lewis Levetus, wrote two books on Jewish history 
and was a leader in the Jewish community. Her mother, Celia 
Moss Levetus, was also a writer, producing The Romance of 
Jewish History (1840), Tales of Jewish History (1843), and 
The King’s Physician and Other Tales (1865). Amelia Levetus 
attended King Edward’s School, Midland Institute, and Mason 
College and went on to study economics at the universities 
of Birmingham, St. Andrew’s, Cambridge, and Aberdeen. 
After moving to Vienna in 1891, she became an extraordinary 
student in economics at the University of Vienna. 2. At the 
invitation of the economist Eugen Peter Schwiedland, she 
presented two lectures on wholesale companies (Engros‒
Genossenschaften). 3. For an overview of Amelia Levetus’s 
life and achievements, see Wilhelm Filla, “Miss A. S. 
Levetus ‒ eine grenzüberschreitende Volksbildnerin. Ein 
Porträt,” in Spurensuche. Zeitschrift für Geschichte der 
Erwachsenenbildung und Wissenschaftspopularisierung 
12 (2001): 24–39. A list of the 150 courses she taught at 
Vienna’s Volkshochschule can be found at http://www.vhs.
at/en/vhsarchiv-volksheim-ottakring.html. See also Albert 
Ottenbacher, “Gedächnisstütze: Eine Gedenktafel für Eugenie 
Goldstern,” http://www.albert-ottenbacher.de/goldstern_wien/
rueckblick.pdf. 4. A. S. Levetus, Imperial Vienna. An Account of 
Its History, Traditions and Arts, ill. Erwin Puchinger (London: 
John Lane, 1905). 5. Levetus noted in the Introduction to 
Imperial Vienna that she read several books in preparation 
for writing about the city’s musical past. Among these was 

the biography of Franz Schubert by Brahms’s friend, Richard 
Heuberger. However, I have not been able to establish whether 
she knew Heuberger. See Richard Heuberger, Franz Schubert 
(Berlin: “Harmonie” Verlagsgesellschaft für Literatur und 
Kunst, 1902). 6. Imperial Vienna’s imprint is 1905, but copies 
were already available for review late in 1904, before Florence 
May’s 1905 biography of Brahms appeared. Presumably 
Levetus did not see the first volume of Max Kalbeck’s Brahms 
biography, which appeared in 1904, before her own text went to 
press. 7. This concert took place on 29 January 1896. There are 
hints in Levetus’s writings that she was a frequent concert-goer. 
In her remarks about Brahms she mentions Josef N. Fuchs’s 
music, probably meaning music by Robert Fuchs, which was 
much played in Vienna during the 1890s. In describing Ludwig 
Michalek’s pastel portrait of Joseph Joachim, she wrote:  
“…with what subtle feeling are the features of the venerable 
violinist rendered, with what sincerity and intimacy has he 
not shown him as we all knew him.” See A. S. Levetus, “An 
Austrian Painter-Etcher: Ludwig Michalek,” The International 
Studio 35 (1908): 12–19. She sometimes described art in 
musical terms, as when she described the British artist Frank 
Brangwyn’s style: “With him, symmetry and harmony possess 
inner strength and awaken sensations, such as those a mighty 
symphony evokes…” (Gleichmas und Einklang haben bei 
ihn innere Kraft und erwecken Empfindungen, wie sie eine 
mächtige Symphonie hervorruft…”). See Frank Brangwyn, 
Zwanzig graphische Arbeiten, herausgegeben und eingeleitet 
von A. S. Levetus (Vienna: Artur Wolf Verlag, n.d.). 8. The 
first three movements of Brahms’s Requiem were premiered in 

Figure 3: Maria Fellingerʼs photograph of Brahmsʼs bedroom and study
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Vienna on 1 December 1867 at the Grosser Redoutensaal in 
the Imperial palace; the first complete performance in Vienna 
took place on 5 March 1871 in the Musikverein. None of 
Brahms’s works were premiered at the Vienna Opera House. 
9. Imperial Vienna, 309. This passage is marked with an 
exclamation point in the margin of the author’s copy, which 
was originally owned by Adele Strauss, Johann Strauss’s wife. 
10. Imperial Vienna, 410–11. 11. See Max Kalbeck, Johannes 
Brahms, 4 vols. in eight half-vols. (Berlin: Deutsche Brahms-
Gesellschaft 1904–14), IV: 521. 12. For a description of the 
legal disputes around Brahms’s estate, see Otto Biba, “New 
Light on the Brahms Nachlass,” in Brahms 2: Biographical, 
Documentary and Analytical Studies, ed. Michael Musgrave 
(Cambridge: Cambridge University Press, 1987), 39‒47. 
13. Amellia Levetus had access to art collections in the private 
residence of Eugen Miller zu Aichholz, Viktor’s brother, before 
publishing Imperial Vienna (see p. 280). She later published 
an illustrated article about Austrian communion cupboards 
drawing partly on Eugen’s collection. See A. S. Levetus, “On 
Some Old Cupboards in Austrian Collections,” The Studio 43 
(1908): 199‒207. 14. See Marianne Baumgartner, Der Verein 
der Schriftstellerinnen und Künstlerinnen in Wien (1885–
1938) (Vienna: Böhlau Verlag, 2015), 97. Imperial Vienna 
includes many passages that champion the rights of women 
artists, but Amelia Levetus was also a passionate advocate 
for  ordinary working women. See A. S. Levetus, “Working 
Women in Vienna,” The Economic Journal: The Journal of 
the British Economic Association 7 (1897): 101‒9. This article 
is well worth reading as a corrective to views of Brahms’s 
Vienna that emphasize the city’s position as a cultural center; 
it presents a devastating view of working conditions for poor 
women in the imperial capital. 15. The probability that Amelia 
Levetus was guided through Brahms’s rooms by Frau Truxa is 
supported by some similarities between her account and that 
of Franz Servaes, who received a tour from Brahms’s landlady 
in preparation for his feuilleton “In der Brahms-Wohnung,” 
Neue Freie Presse, 6 March 1902 (No. 13481): 1‒3. 16. See, 
for example, A. S.  Levetus, “Old Austro-Hungarian Peasant 
Furniture,” The Studio 39 (1907): 224‒34. Levetus’s articles on 
folk art sometimes drew on the extraordinary collection of Dr. 
Albert Figdor, which was housed in his residence in Vienna. 
Albert Figdor and Joseph Joachim, the great violinist and close 
friend of Brahms, were first cousins. The “Figdor Collection” 
was the largest collection of folk art in Europe in private hands. 
When auctioned after his death, it comprised some 4,713 items. 
17. The apartment photographs first appeared in Maria  
Fellinger, Brahms-Bilder (Leipzig: Breitkopf & Härtel, 1900). 
I compared Puchinger’s drawing with Fellinger’s photograph 
in the more accessible Brahms-Kalender für 1909 (Berlin:  
Schuster & Loeffler, 1909), opposite p. 59. I am grateful to 
Dr. Ben Benus for his comments on Puchinger’s drawings. Dr. 
Benus points out that Puchinger’s interest in the profusion of 
patterns in Brahms’s apartment—in the wallpaper, fabrics, and 
flooring, for example—is a mark of his interest in Secession art. 

Recent Publications
Books and Articles

Avins, Styra. “Myth in Brahms Biography or What I Learned 
From Quantum Mechanics.” Fontes Artis Musicae 62, no. 3 
(2015): 183–202. 

Eich, Katrin. “Relevanz und Irrelevanz der Originalwerke für 
die Edition von Johannes Brahms’ Klavierbearbeitungen, mit 

Karl Geiringer Scholarship
The American Brahms Society welcomes applications for 

its Karl Geiringer Scholarship in Brahms Studies from students 
in the final stages of preparing a doctoral dissertation written 
in English. Work relating to Brahms should form a significant 
component of the dissertation, but it need not be the exclusive 
or even primary focus. The Society gives equal consideration to 
research in historical musicology, analysis, performance prac-
tice, and cultural history, among other fields.

Completed applications will consist of a cover letter, includ-
ing the applicantʼs address, phone number, email address, and 
institutional affiliation; and a description of the project of no 
more than 500 words. Two confidential letters, including one  
from the dissertation adviser, should be submitted separately.   
All materials should be submitted electronically as pdf files to 
Richard Cohn, richard.cohn@yale.edu.

The deadline for submission of materials is June 1, 2017. 
Finalists will be invited to submit a sample chapter. Recipients 
will be notified in November. 

Joachim Conference
Joseph Joachim's 185th birthday was celebrated in style 

with an international conference held 16–18 June in the splen-
did hall of the Goethe Institut in Bostonʼs Back Bay. Papers and 
lecture recitals explored aspects of Joachimʼs formative influ-
ences, career, compositions, performance practices, and legacy 
as a teacher (see the “Recent Publications” list in this News-
letter, pages 7 and 10). A concert on Friday evening featured 
the Hamlet Overture in Brahmsʼs arrangement for piano, four 
hands, Bachʼs Chaconne in D Minor, Brahmsʼs Two Songs for 
Alto, Viola, and Piano, Op. 91, Joachimʼs Hebrew Melodies, 
Op. 9, and Brahmsʼs Piano Trio in C Minor, Op. 101. The con-
ference concluded with a dinner in the College Club on Satur-
day night. Though one attendee confessed to having expected 
“a Brahms conference in disguise,” such was not the case. Fur-
ther information, including photos, bios of presenters, abstracts, 
a review of conference sessions by Carol Lieberman and Mark 
Kroll, and a review of the concert by Alejandro Planchart, may 
be found at at www.joachimconference.com.

Conference organizers Robert W. Eshbach and Valerie  
Goertzen thank the ABS for providing an initial grant that al-
lowed them to secure further funding from the University of 
New Hampshire and the Federal Republic of Germany through 
the German Academic Exchange Service (DAAD).  
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Sandberger, Wolfgang, ed. Kontrapunkte. Symposium: 
Grenzenlos? Tschaikowsky in Deutschland. Ausstellung: Peter 
Tschaikowsky und Johannes Brahms. Munich: Edition Text + 
Kritik GmbH, 2016.

Shadle, Douglas. Orchestrating the Nation: The Nineteenth-
Century American Symphonic Enterprise. New York: Oxford 
University Press, 2016. ISBN 9780199358649 

Wyn Jones, David. Music in Vienna 1700, 1800, 1900. 
Woodbridge, UK: Boydell Press, 2016. ISBN 978–1–78327–
107–8

Papers Presented

Paper read at The European Salon: Nineteenth-Century 
Salonmusik, Maynooth University, Ireland, 2–4 October 2015:
Natasha Loges (Royal College of Music), “‘Er befreite dies verfeinerte, 
bereicherte Weib aus dem Hülster der Hausbackenheit.’ Paul Heyse’s 
Poetry in the Salons around Brahms”

Papers read at Joseph Joachim at 185, International Conference, 
Goethe Institut Boston, 16–18 June 2016: 
Styra Avins (New York City), “Joseph Joachim and the Haskalah: The 
Dilemma of German Jews”
E. Douglas Bomberger (Elizabethtown College), “Madge Wickham, 
Student of Joachim”
Beatrix Borchard (Hochschule für Musik und Theater Hamburg), 
“Interpreters as Authors of the History of Music: Joseph and Amalie 
Joachim”
Stephen Downes (Royal Holloway, University of London), “Joachim, 
A Sentimental Portrait”
Therese Ellsworth (Washington, DC), “‘Caviare to the Multitude’: 
Joseph Joachim and the Monday Popular Concerts in London”
Robert W. Eshbach (University of New Hampshire), “The Quest for 
the Historical Joseph”
Valerie Woodring Goertzen (Loyola University New Orleans), 
“Joachim, Shakespeare’s Henry IV, and the Music of the Future” 
William P. Horne (Loyola University New Orleans), “At the 
Intersection of Performance and Composition: Brahms’s Piano Quartet 
in A Major, Op. 26, Movement III”
Ruprecht Kamlah (Erlangen), “Joachim’s Violins: Spotlights on Some 
of Them”
Arthur Kaptainis (Montreal Gazette, University of Toronto), “Arthur 
Rubinstein, Joachim’s Most Famous Protégé?”
Kai Köpp, Johannes Gebauer, Sebastian Bausch (Bern University 
of Arts), “‘Der Klassikervortrag’ – Re-enacting the Art of Joseph 
Joachim” (lecture-recital)
Walter Kreyszig (University of Saskatchewan and Institute for 
Canadian Studies, University of Vienna), “‘... of  This Wonderful 
Music by Its Best Interpreter’: Joseph Joachim’s Contribution to the 
1908 Berlin Edition of Johann Sebastian Bach’s Sonatas and Partitas 
for Violin Solo, BWV 1001–1006”
Karen Leistra-Jones (Franklin and Marshall University), “Joachim and 
the Dialectics of Enchantment”
Ian Maxwell (University of Cambridge), “‘Thou That Hast Been in 
England Many a Year’: A Consideration of Joachim’s Influence on 
Music in Britain 1870–1907”
Michael Musgrave (The Juilliard School), “Joachim at the Crystal 
Palace”
Mineo Ota (Miyagigakuin Women’s University), “Joseph Joachim 
and Gypsy Musicians: Their Relationships and Common Features in 
Performance Practice”
Vasiliki Papadopoulou (Austrian Academy of Sciences, Department of 
Musicology), “Joseph Joachim’s Violin Concerto Op. 3 and Johannes 
Brahms’s Participation in the Piano Reduction”

Continued on p. 10

Beispielen aus seinen Serenaden.” In Klavierbearbeitung im 
19. Jahrhundert: Bericht über das Symposion am 23. November 
2012 in Köln, edited by Birgit Spörl. Schumann Forschungen 
15. Mainz: Schott, 2016. ISBN 978–3795708856

Maes, Francis. “Black Wings in Two Symphonies: Brahms’s 
Second and Shostakovich’s Tenth.” Music Theory and  
Analysis 3, no. 1 (April 2016): 70–85.

Morgan, Robert P. “Dissonant Prolongations Again: Nontonic 
Extensions in Nineteenth-Century Music.” Journal of Music 
Theory 60, no. 1 (April 2016): 1–21.

Oechsle, Siegfried, and Michael Struck, eds., with Katrin 
Eich. Brahms am Werk: Konzepte – Texte – Prozesse. Munich:  
G. Henle, 2016. ISBN 978–3–87328–157–8
Siegfried Oechsle and Michael Struck, “Werkgenetische Perspektiven,” 
17–22
Bernhard R. Appel, “Genetische Textkritik: Vom mehrfachen 
Schriftsinn musikalischer Werkstattdokumente, 25–45
Robert Pascall, “Denken – Schreiben – Spielen: Eine symbiotische 
Beziehung bei Brahms und deren Konsequenzen für die heutige 
Editionspraxis,” 46–66
Michael Struck, “Brahms am Werk – ertappt: Werkgenetische Spuren 
und analytische Erkenntnis,” 67–100
Kathrin Kirsch, “Werk zwischen Komposition und Redaktion: 
Publikationsprozesse bei Felix Mendelssohn Bartholdy, Johannes 
Brahms, Arnold Schönberg und Hans-Joachim Hespos,” 101–23
Hans-Joachim Hinrichsen, “Stadien der Werkgestalt? Autograph, 
Aufführungen und Erstdruck der 4. Symphonie op. 98 von Johannes 
Brahms,” 127–49
Ulrich Tadday, “Brahms’ Bremer Triumphlied,” 150–69
Katharina Loose, “Kompositorisches Erinnern im Horntrio von 
Johannes Brahms: Zur historisch-asthetischen Einordnung eines 
wiederentdeckten Albumblattes,” 170–84
Katrin Eich, “Quellenprobleme – Editionsprobleme. Überlegungen 
zu Johannes Brahms’ Variationen op. 9 and zum Intermezzo op. 118  
Nr. 6,” 185–201
Ulrich Krämer, “‘...theoretisch unanfechtbar’: Komprimierte 
Harmonik und verdichtete Form in den späten Klavierstücken von 
Johannes Brahms,” 202–17
Valerie Woodring Goertzen, “‘auch für vierhändige Seele genießbar’”: 
Adaptation and Recomposition in Brahms’s Piano Arrangements,” 
221–42
Christine Martin, “Brahms entdeckt eine Arie von Schubert. Der 
Philologe und Interpret im Widerstreit zwischen Originaltreue und 
Bearbeitung,” 243–54
Wolfgang Sandberger, “Text – Paratext – Kontext: Zu den Widmungen 
von Johannes Brahms,” 257–78
Johannes Behr, “Drei Münchener Kopisten mit Brahms am Werk,” 
279–304 
Jakob Hauschildt, “‘Ein Calender ist ein gar gutes Geschenk....’ 
Werkgenetische, publikations-spezifische und biographische Spuren 
in Johannes Brahms’ Taschenkalendern sowie seinem eigenhändigen 
Werkverzeichnis,” 305–25

Patel, Aniruddh D., and Joseph R. Daniele. “Stability and 
Change in Rhythmic Paterning across a Composer’s Lifetime: 
A Study of Four Famous Composers Using the nPVI Equation.” 
Music Perception 33, no. 2 (December 2015): 256–65.

Sandberger, Wolfgang. Imagination und Kanon. Der 
‘Komponistenhimmelʼ in der Zürcher Tonhalle von 
1895. Zweihundertstes Neujahrsblatt der Allgemeinen 
Musikgesellschaft Zürich auf das Jahr 2016. Winterthur: 
Amadeus Verlag, 2016.
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Review
Hammes, Andrea. Brahms gewidmet. Ein Beitrag zu Systematik 
und Funktion der Widmung in der zweiten Hälfte des 19. 
Jahrhunderts. Göttingen: V&R unipress, 2015. ISBN 978–3–
8471–0437–7. 65 €.

In a letter to composer Ernst Rudorff, Brahms characterized 
the dedication as “the most honored and friendliest gift that 
can be given and received” (Brahms Briefwechsel III, 152). 
Andrea Hammes’ Brahms gewidmet is a study of 96 musical 
works dedicated to Brahms between the years 1855 (Clara 
Schumann’s Drei Romanzen Op. 21 and Robert Schumann’s 
Concert-Allegro mit Introduction Op. 134) and 1902, the year 
of publication of Brahms’s last work with opus number, the 
Chorale Preludes Op. 122. Dedications in non-musical works 
by Max Klinger, Eduard Hanslick, Hugo Riemann, and others 
are also considered. The book examines the dedication as a 
marker of relationships based in personal friendships, aesthetic 
and political alliances, shared affinity for musical genres or 
techniques, and shared views of musical heritage. As Hammes 
amply demonstrates, the dedications yield insights into Brahms 
as viewed by his contemporaries, and also into Brahms’s own 
understanding of his place within his musical culture.

Among the 88 composers who dedicated works to Brahms 
were Joseph Joachim, Max Bruch, Ferruccio Busoni, Antonín 
Dvořák, Max Reger, Johann Strauss, Jr., Charles Villiers 
Stanford, and many whose names are less familiar. As one 
might expect, the genres of dedicated pieces reflect Brahms’s 
own output. More than a third are for piano, about a fourth 
are chamber works, and the rest are for orchestra, chorus with 
orchestra, solo voice with piano, or organ. There are no operas. 
For young composers who were not widely known, a dedication 
to Brahms was a means of securing the favor of a publisher 
and a form of self-promotion, since Brahms’s acceptance of 
the honor would be viewed as endorsement of the composition. 
Hammes estimates that about half of the composers who 
dedicated works to Brahms were under 35 years of age, and that 
a third of the dedicated works carry an opus number not higher 
than 10 (actually slightly over a fourth, 23 works rather than 33; 
see p. 124, n. 417). A number of young musicians, including 
Hans Huber, Richard Perger, and Anna von Dobjansky, had 
significant personal contact with Brahms. 

Most of the published works dedicated to Brahms have been 
digitized and are accessible through the website of the Brahms-
Institut an der Musikhochschule Lübeck, http://www.brahms-
institut.de/web/bihl_digital/brahms_gewidmet_start.html.  
In 2011 the Institut curated an exhibit entitled Beziehungszauber. 
Johannes Brahms – Widmungen, Werke, Weggefährten. A 
catalog by this title, edited by Wolfgang Sandberger and 
Stefan Weymar and including an essay by Hammes, was 
published in 2011. Brahms himself compiled a handwritten 
list of dedications he received (Wien Bibliothek am Rathaus 
call number H.I. N.-67452). (This list is transcribed, with a few 
additions, in “Dedicated to Brahms,” in Brahms and His World, 
edited by Walter Frisch [Princeton: Princeton University Press, 
1990], 211–16.)  

The book under review is an extremely important contribution 
to a growing literature on dedications in the nineteenth century. 
It is the only systematic and comprehensive treatment of the 
topic for the second half of the century. Hammes builds on 

several themes explored in Emily H. Green’s “Dedications and 
the Reception of the Musical Score 1785–1850” (Ph.D., Cornell 
University, 2009; available online), and related journal articles: 
the dedication as a strategy for a composer’s self-promotion, as 
impetus for reciprocation, and as acknowledgement of musical 
allusion. She also positions her work with relation to the study 
of paratextuality by French literary scholar Gérard Genette 
(Seuils [Paris, 1987]). Paratexts are elements that do not belong 
to the core of a published book, but rather frame or amplify 
it, such as the title, foreword, dedication, and publication 
information. Although paratexts function somewhat differently 
in musical works than in literary works, Hammes argues, they 
contribute to our understanding of biography, reception history, 
and analysis. 

The author notes that the German terms “Widmung,” 
“Zueignung,” and “Dedikation” have been used interchangeably 
with reference to two different acts: 1) the dedication of an 
edition of a work, which involves the symbolic transfer or 
sharing of ownership of the work as an idea, a public gesture 
carried out through printed wording on a title page or in a 
heading, and 2) a handwritten dedication acknowledging a 
private gift of a single printed copy or manuscript. In the first 
instance, Hammes argues, the dedicatee takes on the role of 
protector and supporter in the composer’s endeavors, acting as 
a godparent in the christening of the work. It is with dedications 
in published works that her book is primarily concerned.

A first chapter traces the history of dedications. In the 
eighteenth century, as published music began to be targeted 
increasingly towards middle-class amateurs, dedications 
gradually changed from a means of securing financial support 
from aristocratic patrons to expressions of friendship or thanks, 
or efforts towards association with prominent figures. Brahms 
occasionally dedicated works to aristocrats, for example the 
Piano Quintet Op. 34 and Sonata for Two Pianos Op. 34b to 
Princess Anna von Hessen, who acknowledged the honor 
with a gift of the autograph manuscript of Mozart’s G-Minor 
Symphony K. 550. Hammes points out that Brahms was 
unusual for his time in that he supplied dedications for only 
about one-fourth of the 121 works with opus numbers that were 
published during his lifetime. Upon receiving the dedication of 
Julius Stockhausen’s Vier Gesängen in February 1872, he wrote 
to the composer: “That I consider a dedication to be a beautiful 
gift in all circumstances is shown by my titles, which seldom 
include one” (Brahms Briefwechsel XVIII, 78). But Brahms 
was also unusual in the number of dedications he received from 
colleagues, according to Hammes more than any composer 
before or after him (60).  

Securing permission to dedicate a published work was 
a ceremonial process governed by rules of etiquette and the 
underlying social convention that a letter could not be left 
unanswered. The composer would send a manuscript score to 
the prospective dedicatee and ask permission to dedicate the 
work. (When honoring a friend, such a formality might not be 
necessary.) Once permission was granted, the composer com-
municated the dedicatory text to the publisher. The dedicatee 
received a copy of the published work and was honor-bound to 
send a letter of thanks. As dedications shifted from aristocratic 
patrons to other prominent figures, associates, and friends in 
the course of the nineteenth century, the unwritten rules broke 
down, and in particular younger composers did not always seek 
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permission. (Brahms, however, held to convention.) Hammes 
notes that Brahms declined—or instructed his publisher Simrock 
to decline on his behalf—only two requests for dedications: 
Wilhelm Puchtler’s Größe Etüden, which he found “horribly 
difficult and very unpractical” and “possibly of interest to the 
Zukünftler [New Germans],” and a work by Jakob Ludwig 
Brühns that Brahms referred to as 50 Klavierstücke zu oder über 
50 Etüden von Czerny (Brahms Briefwechsel X, 37, and XII, 
190). Hammes observes that dedications might be part of an 
exchange, and be answered by a reciprocal dedication, review, 
or less tangible benefit such as association in the public eye with 
a famous figure or work. Brahms’s dedications of compositions 
to Albert Dietrich, Julius Otto Grimm, Joseph Joachim, Eduard 
Marxsen, Clara Schumann, and Julius Stockhausen inspired 
counter-dedications (see the table on p. 121). 

Chapter 3 takes up several topics related to the “network: 
dedicated to Brahms”: the Brahms vs. Liszt debate; Brahms in 
the European perspective, with focus on Bohemia and on English 
folk music and choral traditions, and Brahms in Italy and France; 
the role of conservatories in Brahms reception; and dedications 
of non-musical works. In each of these sections the focus is on 
specific composers and pieces, but these cases illuminate the 
larger picture. Concerning the polemics surrounding the New 
Germans, Hammes’ research reveals dynamic networks and 
personal relationships, areas with permeable borders rather than 
entrenched camps. Several composers, including Carl Tausig, 
Adolph Jensen, and Anton Urspruch, dedicated compositions 
to both Brahms and Liszt or Wagner. Tausig’s dedication to 
Brahms of his piano arrangement of organ chorale preludes 

of Bach (Berlin 1871), for example, was an effort to declare a 
shared interest with Brahms and to advance his own reputation. 
Given that Brahms’s reputation as a pianist was at the time 
based partly on his performances of Bach organ works on the 
piano, Tausig probably also hoped that his friend would play 
the chorale prelude arrangements in concert (193). 

Just over one-fourth of the dedications are by composers 
outside of Austria and the German-speaking lands. Hammes 
identifies a chain reaction of dedications to Brahms by Czech 
composers, beginning with Dvořák’s Op. 34 String Quartet and 
continuing in works of his associates and students Karel Bendel 
(Rosenlieder for women’s chorus and piano, Op. 121), Vitӗzslav 
Novák (Eklogen, Op. 11), and Josef Suk (Piano Quartet Op. 8). 
In England Brahms inspired choral compositions and works 
for piano and for voice, beginning with George Henschel’s 
Serbisches Liederspiel, Op. 32 (1879). 

Chapter 4 examines the image of Brahms as reflected 
in dedications to him. Hammes explores in turn Brahms’s 
connection with the idea of chamber music, the idealization 
of entertainment music (including Hungarian and other folk 
music), and the symphony, and then considers works composed 
up to 1902 and dedicated to his memory. She attributes the small 
number of symphonies dedicated to Brahms after publication 
of his own Symphony No. 1 (1876) to the difficulty in finding 
a publisher for symphonies and to the respect in which 
Brahms’s symphonies were held. Both Max Bruch and Albert 
Dietrich published symphonies dedicated to Brahms in 1868 
and 1870—that is, before Brahms finished his First. Heinrich 
von Herzogenberg published his Symphony No. 1 in C Minor 

 

[Left:] German composer Heinrich Hofmann was not personally acquainted with Brahms, 
but used his name to good advantage. The Ungarische Suite [1873] established Hofmannʼs reputation 

and was said to have been performed in 103 cities in a year and a half (431).
[Right:] Carl Reinthalerʼs setting of Psalm 63, first performed in 1869, was inspired by Brahmsʼs 

Requiem, which Reinthaler had conducted (in its six-movement form) in Bremen the previous year (441). 
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without a dedication, despite stylistic similarities to Brahms’s 
First. The dedications trace threads of influence from Brahms to 
other composers’ use of Hungarian elements and folk music and 
the creation of sacred choral-orchestral works, chamber music, 
and vocal and instrumental dances intended for use in the home 
(see covers of published editions on page 9 of this Newsletter).

An appendix presents an inventory of published works 
dedicated to Brahms, organized by genre, and including the 
dedicatory text, year of publication, and citations of reviews. 
A comparison of this record with scores on the Lübeck website 
turned up just one omission in the inventory, the dedicatory text 
of Robert Fuchs’s Trio Op. 22, which reads: “Johannes Brahms 
in größter Verehrung zugeeignet.” The website also includes 
a few compositions based on materials from Brahms’s works 
but not expressly dedicated to him. The book also is equipped 
with a helpful “prosopographical lexicon” of composers who 
dedicated works to Brahms, including biographical information 
and notes on the works in question. 

Although the book is not principally about Brahms’s 
dedications, these frequently provide a point of comparison or 
amplification, and remind the reader of how important Brahms 
considered dedications to be in shaping public perception of a 
work. More than half of his first ten works were dedicated to 
personal friends who also were prominent figures in musical 
life: Joseph Joachim, Clara Schumann, Albert Dietrich, Julius 
Otto Grimm, and the Leipzig pianist Ernst Ferdinand Wenzel. 
He did not dedicate the Academic Festival Overture to the 
University of Breslau, but instead sent a single inscribed copy 
to the institution, as he did not want the work to be associated 
narrowly with his honorary doctorate. Brahms had misgivings 
about dedicating his Zwei Motetten Op. 74 to Bach scholar  
Phillip Spitta for fear of appearing to present himself as an 
expert on Bach motets, and he gave up his plan of dedicating 
the Balladen und Romanzen Op. 75 to Elisabeth von 
Herzogenberg, as he thought the song texts either too gruesome 
or too suggestive for a woman. Brahms presented autograph 
manuscripts of his major works to close friends. The book also 
briefly considers Brahms’s inscriptions in Albumblätter.

The structure of the book, divided into many numbered 
sections and subsections, shows its origin in a German 
dissertation. The systematic treatment keeps the focus on 
the dedication as a theme more than on the dedicated works 
themselves. Individual compositions are brought into the 
discussion where they relate to the topic at hand, e.g., “The 
Function and Intention of Dedications.” The result is that the 
reader is introduced to certain works and their stories more 
than once (sometimes told using the same quotes), in different 
contexts. Without benefit of an overview of the pool of dedicated 
works early in the book, this reader found herself frequently 
consulting data in the worklist and composer biographies, and 
skipping back and forth between earlier and later chapters. 

In the introduction to the book, Hammes cites studies 
of Brahms’s own dedications of individual works by several 
scholars (12–13). Others could be added (e.g., Marie Sumner 
Lott’s article on the Op. 51 Quartets published in the Journal 
of the Royal Musical Association, Fall 2012). Hammes’ 
comprehensive investigation will surely inspire further research 
into the fascinating web of relationships—of music, persons, 
events, and ideas—reflected in dedications in Brahms’s time.

Valerie Woodring Goertzen

Neal Peres Da Costa (Sydney Conservatorium of Music), “Learning 
to Play from the Recordings of Nineteenth-Century Masters: New 
Perspectives on the Study of Historical Performance”
Heather Platt (Ball State University), “Amalie Joachim’s American 
Protégée: Villa Whitney White”
Robert Riggs (University of Mississippi), “Tovey’s View of Joachim’s 
‘Hungarian’ Violin Concerto”
Jacquelyn Sholes (Boston University), “Interpreting Joachim’s 
Overture to Hamlet and Its Relationship to Liszt”
Marie Sumner Lott (Georgia State University), “‘So Gleams the Past, 
the Light of Other Days’: Joachim’s Hebräische Melodien for Viola 
and Piano, Op. 9 (1853)”
R. Larry Todd (Duke University), “Joachim and Musical Solitude, or, 
the Beginnings of the Ciphers F–A–E and Gis–e–la”
Katharina Uhde (Valparaiso University), “‘Soulfulness’ and 
‘Individuality’ in Joachim’s Violin Concerto in G Major”

Paper read at the 19th Biennial International Conference on 
Nineteenth-Century Music, University of Oxford, 11–13 July 
2016:
Natasha Loges (Royal College of Music), “Telling Women’s Stories, 
Selling Women’s Songs: the Creative Relationship of Paul Heyse and 
Johannes Brahms”

Papers read at the joint annual meeting of the American 
Musicological Society and the Society for Music Theory, 
Vancouver, B. C., 3–6 November 2016:
Reuben Phillips (Princeton University), “Burying Brahms: Vienna’s 
Ehrengräber for Composers and the Fashioning of a City’s Self-Image”

Papers read at “Footsteps of a Giant”: Brahms and the Influence 
of Beethoven, Boston University, 30 November 2016:
Styra Avins (New York, NY), “Brahms and Beethoven: Coming to 
Terms with the Giant’s Footsteps”
Daniel Beller-McKenna (University of New Hampshire), “Imagination 
and Memory: Inter-Movement Thematic Recall in Beethoven”
William P. Horne (Loyola University New Orleans), “Beethoven’s 
String Quintet in C Major, Op. 29, and Brahms’s String Sextets:  
A Wallflower Blooms”
Christopher Reynolds (University of California, Davis), “Revisiting 
the Question of a Choral Symphony by Brahms”
Jacquelyn Sholes (Boston University), “Brahms’s First Piano Concerto 
and the Struggle for Artistic Autonomy”

Critical Edition

Brahms, Johannes. Horntrio Es-Dur Opus 40. Edited by  
Katharina Loose-Einfalt. Johannes Brahms Neue Ausgabe 
sämtlicher Werke Serie 2, Band 7. Munich: G. Henle, 2016.

Recordings

Brahms: Recaptured by Pupils & Colleagues. Carl Friedberg, 
Edith Heymann, Marie Baumayer, Ilona Eibenschütz, Etelka 
Freund, Johannes Brahms, piano. Trio of New York: Danil 
Karpilovsky, violin, Felix Salmond, cello, Carl Friedberg, 
piano. Arbiter 163 (2 CDs), 2015.

Brahms: Tones of Romantic Extravagance – Piano Quartet  
No. 1, Piano Quintet. Ironwood Ensemble. ABC Classics  
481 4686 (2 CDs), 2016. Robin Wilson and Rachael Beesley, 
violins; Nicole Forsyth, viola; Daniel Yeadon, cello; Neal Peres 
Da Costa, historical pianoforte.

Recent Publications, continued from p. 7 



Officials of the Society
Daniel Beller-McKenna
Membership Chair and Webmaster
Department of Music
University of New Hampshire
Durham, NH 03824
(dbmk@unh.edu)

Richard Cohn, Chair
Geiringer Scholarship Committee
Department of Music
469 College Street
Yale University
New Haven, CT 06511
(richard.cohn@yale.edu)

William Horne and Valerie Goertzen
Newsletter Editors
College of Music and Fine Arts
Loyola University New Orleans
New Orleans, LA 70118
(504) 865–2105 (wphorne@loyno.edu)
(504) 865–2207 (goertzen@loyno.edu)

To join the American Brahms Society, please fill out the form below and mail it with your check (payable to The American Brahms 
Society) to: The American Brahms Society, Department of Music, University of New Hampshire, Durham, NH 03824.

- 11 -

BOARD OF DIRECTORS
President, Ryan McClelland (University of Toronto) 
Vice-President, Valerie W. Goertzen (Loyola University New Orleans)
Secretary, David Brodbeck (University of California, Irvine)
Treasurer, Marie Sumner Lott (Georgia State University)
Membership Chair, Daniel Beller-McKenna (University of New Hampshire)
Styra Avins (New York)
Paul Berry (Yale University)
George S. Bozarth (University of Washington)
Richard Cohn (Yale University)
Nicole Grimes (University of California, Irvine)
William P. Horne (Loyola University New Orleans)
Kevin Karnes (Emory University) 
Scott Murphy (University of Kansas)
Heather Platt (Ball State University)
Peter H. Smith (University of Notre Dame)

Corresponding Directors
Otto Biba (Gesellschaft der Musikfreunde in Wien)
Ludwig Finscher (University of Heidelberg)
Cord Garben (ex officio; President, Johannes-Brahms-Gesellschaft Hamburg)
Kurt Hofmann (Lübeck)
Minoru Nishihara (ex officio; Japan Brahms Society) 
Siegfried Oechsle (ex officio; Johannes Brahms Gesamtausgabe)
Robert Pascall (University of Nottingham)
Wolfgang Sandberger (ex officio; Brahms-Institut an der Musikhochschule Lübeck)
Christof Maisch (ex officio; President, Brahmsgesellschaft Baden-Baden)

Advisory Board
Camilla Cai (Kenyon College), Walter Frisch (Columbia University), 

Virginia Hancock (Reed College), Margaret Notley (University of North Texas), 
James Webster (Cornell University), Christoph Wolff (Harvard University)

Honorary Members
Bernice Geiringer †     Renate and Kurt Hofmann      Margaret McCorkle      Thomas Quigley

Name:        

Address:         
 
         
 
Email:         

Institutional Affiliation:     

Please send information on the ABS and a sample Newsletter to the 
following people: 

Annual Dues for 2017 (US dollars and checks only, please):

 Regular Member ($25)
 Retired/ senior citizen member ($20)
 Student Member ($15)
 I would like to make a contribution of $_________ to the
     Karl Geiringer Scholarship Fund. My contribution is in 
     honor/memory of ________________________________.
 I would like to make a contribution of $_________ towards 
     the Society’s operating expenses.

Online payment: Dues and contributions may be submitted online, 
using PayPal or credit card, at http://brahms.unh.edu/membership-
paypal.html.

Contributions to the ABS are tax deductible.

I would like to become a member of the American Brahms Society



- 12 -

The American Brahms Society
Department of Music
University of New Hampshire
Durham, NH 03824

ISSN 8756-8357

Editorsʼ Notes
The editors are grateful to Prof. Dr. Wolfgang Sandberger 

and to Stefan Weymar, M.A., of the Brahms-Institut an der 

Brahms News
At the annual meeting of the Board of Directors held in Van-

couver on 4 November, Walter Frisch moved from active-mem-
ber status to the Advisory Board. We offer our heartfelt thanks 
to Walter for 33 years of service to the Society, including a long 
term as President (1983–94), and for his distinguished scholarly 
contributions to research on Brahms, his world, and his suc-
cessors—which we expect will continue! Nicole Grimes of the 
University of California, Irvine, was elected to the open seat on 
the Board. Welcome, Nicole!

In May 2016 there were two winners of the Brahms Award at 
The Ohio State University. John Oreskovich, a fifth-year piano 
and voice student from Lewis Center, Ohio, is currently prepar-
ing the Brahms Op. 118 pieces for performance. Devin Gossett, 
a senior horn student from Hillsboro, Ohio, transcribed for horn 
and performed the Rachmaninoff Cello Sonata. The Brahms 
Fund was established by longtime ABS member and emeri-
tus philosophy professor Tony Pasquarello, in memory of his 
son, violinist A. Joseph Pasquarello, and in honor of Johannes 
Brahms. 

Musikhochschule Lübeck for providing the cover photo and 
images of the title pages shown on page 9.

William Horne is the Francisco M. Gonzalez, M.D. Profes-
sor of Music Theory and Composition at Loyola University 
New Orleans. His writings about Brahms appear in The Musi-
cal Quarterly, NOTES, The Journal of Musicological Research, 
The Journal of Musicology, and various essay collections. His 
music can be heard on the Centaur and Blue Griffin labels. His 
recent research traces various aspects of Brahms’s musical col-
laborations with his friend, the great violinist Joseph Joachim. 
Along with Valerie Goertzen, he is Co-Editor of this Newsletter. 

Valerie Goertzen is the Edward J. Kvet Distinguished 
Professor of Music and Fine Arts at Loyola University New 
Orleans. Her recent publications include essays on Brahmsʼs 
piano arrangements in Brahms in the Home and the Concert 
Hall, edited by Natasha Loges and Katy Hamilton (Cam-
bridge: Cambridge University Press, 2015), and Brahms 
am Werk: Konzepte – Texte – Prozesse, edited by Siegfried 
Oechsle and Michael Struck, with Katrin Eich (Munich:  
G. Henle, 2016). She is a member of the Board of the Johannes 
Brahms Gesamtausgabe. Her second volume for the collected 
edition, containing Brahmsʼs arrangements of works of other 
composers for piano solo, will be published in 2017.

Ideas, correspondence, and submissions for the Newsletter 
are always welcome, and email communication is especially 
encouraged. Materials for the Spring 2017 issue should be sent 
by 1 February.


