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In High Spirits:
Brahms and Friends to George 

Henschel, an Unpublished Letter
Over the course of his life, Johannes Brahms wrote 

thousands of letters, including thirty-four of them to George 
Henschel, the gifted singer and pianist who became a close 
friend soon after they met in 1874. Brahms usually wrote his 
letters by himself—but not this time. The letter presented here 
was written with the help of four other people.

The exuberant sweep of the pen as he wrote the words 
“Lieber Henschel,” using a pen with a steel nib in distinct 
contrast to his usual quill pen, announces immediately the 
great good mood Brahms was in when he addressed his letter 
(see pages 4−5). And why not! The date on the letter is 12 
November 1876. His First Symphony had been premiered and 
celebrated in Karlsruhe just eight days before, he had himself 
led a second performance in Mannheim four days later, and 
now, another three days later, he was in Munich at the invitation 
of Hermann Levi, to conduct the symphony with the Bavarian 
Court Orchestra on 15 November. Although we don’t know for 
sure the setting in which the letter was written, it demonstrates 
at the very least that he was surrounded by friends who were 
all feeling quite lively. The writers’ jokes and teasing jibes—
more often addressed to the friends gathered there rather than 
to Henschel himself—adorn the pages and spill over onto the 
margins. Scant imagination is required to recreate their high 
spirits in the aftermath of the appearance of a symphony which 
had been awaited by so many for so long. As this communal 
letter is more like a scene from a play than a page from a 
journal, here is the cast of characters, in order of appearance:

 Johannes Brahms (1833–1897)
 Hermann Levi (1839–1900)
 Cornelie (Kleu Heumsche) Meysenheim (1849–1923)
 Julius Allgeyer (1829–1900)
 Russian (man? woman?), identity unknown

It is Brahms who begins the letter—“Ja, if I could only tell 
tales out of school!”—but he is immediately interrupted by 
Hermann Levi—“Kleu Heumche is swooning alarmingly!” 
There are two interruptions in the left margin of the first page. 
Cornelie Meysenheim and Allgeyer add a sentence each. The 
bottom third of page one is taken up by a paragraph in Cyrillic 

script by an unknown writer. Brahms continues on the next page, 
followed by Allgeyer, then Meysenheim, who dates the letter 
and writes “Much ado about nothing” in English. The letter ends 
with Levi on page three, but there is more to read. Henschel has 
listed the names of the letter-writers—perhaps as a reminder in 
case he should forget who wrote this most unusual letter! He 
has ignored the Russian (about whom, we can assume, he knew 
as little as we), but specifically identifies Fräulein Meysenheim 
as an opera singer with the Munich Opera; unlike the three men, 
she was probably not known to him personally. On all pages 
Henschel has identified the various writers in brackets as they 

Julius Allgeyer, Johannes Brahms, and Hermann Levi admiring 
their wedding gift for Julie Schumann, Karlsruhe, ca. 1869. 

Image courtesy of the Brahms-Institut Lübeck. 
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appear, although he seems to fail to recognize Allgeyer on page 
two. Henschel’s stamp is seen on the first page, bottom. 

Who are these people? We also want to know! The identity 
of the writer in Cyrillic shall remain a mystery waiting, perhaps, 
for a future solution. But the rest of the cast of characters 
includes three people who had become close friends since 
meeting in 1864 in Karlsruhe, and who stayed in touch with 
each other for many years. 

Julius Allgeyer, 1829–1900, was the oldest. He met Brahms 
in Düsseldorf in 1854, almost as soon as Brahms first came to 
that city. Apprenticed at age 19 to a lithographer in Karlsruhe, 
then having taken part in the revolutionary actions of 1848, 
he fled to Switzerland, was amnestied, and was working in 
Düsseldorf as a copper engraver when Brahms arrived. Brahms, 
whose interest in the graphic arts developed early in life, struck 
up a friendship which resumed in 1864 when both men were 
living in Karlsruhe and which lasted—with a few interruptions—
life-long. Allgeyer became one of the earliest and most 
distinguished photographers in Germany, producing life-size 
portraits, including one of Brahms.1 Resourceful in many ways, 
he once rebuilt a piano when he needed, but could not afford, 
a new one. Along with Hermann Levi and the painter Anselm 
Feuerbach, for several years in Karlsruhe he and Brahms made 
up a close-knit circle of friends. He is the dedicatee of Brahms’s 
Balladen und Romanzen für zwei Singstimmen und Klavier, 
Op. 75. By the date of the letter, Allgeyer had moved to Munich. 
In this letter, in keeping with his character, Allgeyer comes 
across as the one grown-up present. 

Hermann Levi, at this moment, had already held the position 
of First Kapellmeister and General Music Director of the Royal 
Court Opera in Munich since 1872. It was a position fought 
for vigorously and won at some cost—in 1872 the conductor 
standing in his way as sole possessor of the post was Franz 
Wüllner, a long-time friend of Brahms, who eventually left 
Munich in 1877 to accept the Kapellmeister position in Dresden. 
Levi had met Brahms briefly in 1862, when he detoured by way 
of Hamm bei Hamburg on his way to Rotterdam as the new 
Kapellmeister of the German Opera. The 29-year-old composer 
from Hamburg had already made a strong impression on 
him. Their friendship bloomed in earnest over the summer of 
1864 as Levi, now First Kapellmeister of the Karlsruhe Court 
Theater, was put in touch with Brahms by Clara Schumann. 
From her house in nearby Baden-Baden she had met the young 
and very talented conductor, pianist, and would-be composer, 
and expressed her enthusiasm to Brahms. The introduction 
was a great success. At the conclusion of the first summer of 
their friendship, Levi wrote to Clara, on 12 October 1864, “He 
[Brahms] has provided me with the image of a pure artist and 
human being.”2 A thorough list of Levi’s activities on behalf 
of Brahms’s music would be difficult to compile. In Karlsruhe 
he conducted an early performance of the Requiem, gave the 
premieres of the Schicksalslied and Triumphlied, and copied 
parts for trial performances of the Piano Quintet, Op. 34. He felt 
pride that it was his influence that convinced Brahms to convert 
the two-piano work to its final form as a quintet. In Munich, he 
introduced concert audiences to Brahms’s Alto Rhapsody, to his 
Serenade, Op. 16, and eventually to his Second Symphony. In 
his home he organized a private performance of Brahms’s new 
string quartet, Op. 67, which had been premiered in Berlin only 
two weeks earlier by the Joachim Quartet.3

The friendship was important to Brahms as well. From 
Vienna in 1864, showing signs of homesickness, Brahms had 
written to Joseph Joachim [after 5 April]: “My best Jussuf, 
there are here no dearer friends and better musicians! Not 
even a single one of those whom I am constantly deprived 
of is being replaced for me!”4 But that summer he met Levi. 
In a subsequent letter to Joachim [Baden-Baden, 29 August] 
he described the feebleness of the Karlsruhe Festival, where 
Liszt and Remènyi, among others, were performing: “…but the 
whole affair was quite bearable in the company of Hermann 
Levi, the local musical director. That young man, in spite of 
all of the theatre-conductor routine, is so fresh and gazes so 
brightly onto the loveliest heights that it’s truly a pleasure.”5 In 
fact, the friendship with Levi could not have come at a better 
time for Brahms, as he had just lost the bachelor friendship with 
the recently-married Joachim. Brahms spent a substantial part 
of 1865 and 1866 in Karlsruhe, in constant contact with the 
above-mentioned friends, the very same friends now gathered 
in Munich writing to Henschel.  

Cornelie (“Kleu Heumche”) Meysenheim was already a 
highly-regarded singer at the Royal Court Opera in Munich 
when she joined in the communal letter-writing. An English-
language reviewer for the Monthly Musical Record wrote, of 
a performance she gave at a Leipzig Gewandhaus Concert: 
“She possesses a mezzo-soprano voice of really wonderful 
beauty…. We…have never heard a finer soprano. We cannot 
possibly describe this voice to our readers …[as] we should 
have to become romantic, and all epithets, such as heavenly, 
nightingale-like, &c., cannot possibly give an idea of the voice. 

Cornelie Meyzenheim 1849–1923, 
singer with the Munich Opera   
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and Levi, of difficulty between Levi and his co-Kapellmeister 
Franz Wüllner, and of Brahms’s attempt to act as peace-maker 
between Wüllner and Levi.

A vehement argument over the possibility of Levi’s coming 
to terms with Wagner—the man, not his music, apparently—
had darkened a visit between Brahms and Levi in 1875 and 
pulled their friendship almost to the breaking point. What is 
known about that time comes from Levi’s contact with Allgeyer 
and letters to friends, in particular to Clara Schumann and to 
Paul Heyse (1830–1914), the writer and first German Nobel 
Prize recipient (in 1910), both people to whom Levi wrote 
long and personal letters. Levi’s friendship with Brahms would 
survive for only a short while longer, but that was not obvious 
at the time. Shortly after 12 November, the date of the joint 
letter to Henschel, Levi answered a question Clara Schumann 
had posed earlier that autumn: “… regarding my relationship to 
Brahms, your wish has been fulfilled in the finest way. Every 
thing is as before, only much better. I think of his behavior to 
me with emotion and thankfulness.”11 He also reported to her 
that Brahms’s agreeableness (Liebenswürdigkeit), when he 
arrived in Munich, had restored his own ease (Unbefangenheit), 
and upon Brahms’s departure the old bond was sealed with a 
hearty kiss; what was past was forgotten. In addition, he had 
just received a postcard from Brahms, who was now back in 
Vienna, which read: “I traveled very cheerfully, and the mild 
night suited my thoughts perfectly.”12 In a note in the margin at 
the top of one page of the letter, Levi added: “One more good 
deed by Brahms: When I suggested he allow me to present his 
new quartet (Op. 67) at my place, he said, ‛On one condition, 
that you also invite Wüllner.’” Brahms was at work trying to 
keep his two friends ‒ serious rivals ‒ on compatible terms. He 
had already made the decision not to reside with Levi, contrary 
to his usual practice during visits to Munich, but in a hotel, 
so as not to show partiality to either of them. Levi agreed to 
invite Wüllner in an effort to show amiability so that he should 
not be seen at fault when the next collision (Zusammenstoß) 
occurred, as he wrote.13 Collision was inevitable, however, and 
eventually Wüllner left Munich for work elsewhere, feeling he 
had been forced out. In my view, the role that the professional 
rivalry between Levi and Wüllner played in Brahms’s eventual 
break with Levi, a year or so later, has been unduly ignored in 
the widespread consensus that the rift was all about Wagner.

Under the surface of this madcap letter, therefore, a 
document so full of fun and high spirits, invoking a picture of 
seemingly easy relationships between a group of highly talented 
and successful artists at a particularly joyous moment, a story of 
real-life tribulations was brewing. Viewing the letter in context 
is a good reminder that a single snapshot, however charming or 
illuminating, may not tell the whole story.  

Styra Avins

Notes. 1. A gift to Brahms’s father upon his remarriage in 1866, 
it is reproduced in Johannes Brahms: Life and Letters, selected 
and annotated by Styra Avins, translations by Josef Eisinger 
and Styra Avins (Oxford: Oxford University Press, 1997), 
plate 21. 2. Dieter Steil, Wie freue ich mich auf das Orchester!: 
Briefe des Dirigenten Hermann Levi (Cologne: Dohr Verlag, 
2015), 40. 3. Ibid., 39ff. See also Frithjof Haas, Zwischen 
Brahms und Wagner: Der Dirigent Hermann Levi (Zurich and 

We content ourselves [by remarking] that this voice, with its 
noble quality and its fulness, is one of the most sympathetic we 
have ever heard … full of fire, life, and inner warmth …we envy 
the Munich Opera the possession of this treasure.”6 Born in The 
Hague, brought up in Indonesia, and sent back to Holland for 
her education, she graduated from the Royal Conservatory in 
The Hague in 1871. “Kleu Heumche,” as she called herself, then 
spent time with Pauline Viardot Garcia in Paris and by 1872, a 
scant year later, was making her operatic debut as Marguerite 
in Gounod’s Faust with the Royal Court Opera in Munich. At 
the time of the letter, four years into her operatic career with 
Hermann Levi as conductor, she had recently sung the premiere 
of Brahms’s “O komme, holde Sommernacht,” number four of 
the Acht Lieder und Gesänge, Op. 58, at a Novitätenkonzert 
presented by the Münchener Tonkünstlerverein. As Levi had 
helped prepare the engravers’ copies (Stichvorlagen) for two of 
the songs, it seems likely that he is the person who brought the 
work to her attention.7

That George Henschel should be the recipient of this letter, 
with the background of the First Symphony at center stage, so 
to speak, may be connected with the fact that Henschel had 
joined Brahms on his holiday in Saßnitz on the Isle of Rügen 
that past summer, a few months from the completion of the 
work. Henschel was a recent addition to Brahms’s circle of 
close friends, but, as with the friendship with Levi, a close 
connection between the two men was quickly established; 
they first met in 1874 as Henschel sang the baritone solo in the 
Triumphlied, Op. 55, at that year’s Festival of the Lower Rhine. 
Brahms liked what he heard and hired Henschel again the next 
year to sing the role of Evangelist in J.S. Bach’s St. Matthew 
Passion in Vienna. At the conclusion of that same season he 
was the soloist on the platform as Brahms conducted his final 
concert with the Orchestra and Chorus of the Gesellschaft 
der Musikfreunde, a performance of Max Bruch’s Odysseus, 
Op. 41. Henschel moved to England in 1877, determined to 
make his home there and resisting messages from Brahms 
urging him to return to Germany, but the warmth of their 
friendship was never in danger. It lasted life-long, resulting in 
occasional visits to Brahms by Henschel and his young wife, 
and a few performances together over the next two decades. 
They exchanged dozens of letters from 1874 to 1897.8 But the 
knighthood bestowed on Henschel in 1914 could not staunch 
the financial troubles that beset him in the course of World 
War I, when his German birth becamse a serious liability. 
Henschel sold almost all of his Brahms letters at auction. 
Fortunately, he had translated and included twenty-one of them 
in the memoir he wrote, which gives us at least the substance 
of those letters, if not Brahms’s exact words.9 And a few letters 
were kept back from the auction block, either because they were 
considered insignificant or, perhaps in the present case, too 
puzzling. The letter published here is the possession of the author. 

Transcribing this letter for publication presents unusual 
problems relating not only to the multiple writers, but also to 
the insertion of Brahms’s marginal notes. I present the latter 
in the text between asterisks [*…*]. Also noted is the location 
on the page as well as the initals of the writers, indicated by 
[§…§].10

A hidden story lurks behind this letter. It was written not 
only just after the première of Brahms’s First Symphony, but at 
a time of considerable strain on the friendship between Brahms (Continued on page 6)
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Page 1

Brahms     Lieber Henschel
    Ja, wenn ich aus der Schule schwatzen dürfte!!  

Levi          Das Kleu Heumche schwärmt bedenklich!

§JB left margin§   * Heumche flüstert soeben: ja was lublu 
[in Roman letters]14 — was heiβt das nur? 
wem gilt es? *

  
Meysenheim    Für Allgeyer mit einem Y; für Brahmsx  und Levi

§JB left margin,    * x mit einem H *15

inserted above the 
previous insertion§      
 
Allgeyer    Im Unsinn steckt manchmal verhängliche Wahrheit.   

Cyrillic script        My dear sir, who am I to also dare to say a 
few words, today there are a great many marvelous 
people among us, and I am just a little nothing, but I 
very much love you and your voice.16  

Brahms           Dear Henschel
          Oh, if I could only tell tales out of school!!

Levi                Kleu Heumche is swooning alarmingly! 

§JB left margin§      * Heumche is whispering just now: ja was 
lublu [in Roman letters] — just what does 
that mean? to whom does it apply? *

 
Meysenheim   For Allgeyer with a Y; for Brahmsx and Levi 

§JB left margin,      * x with an H * 
inserted above the 
previous insertion§ 

Allgeyer          Sometimes fateful truth lies hidden in nonsense.

Cyrillic script        My dear sir, who am I to also dare to say a 
few words, today there are a great many marvelous 
people among us, and I am just a little nothing, but I 
very much love you and your voice. 

  

Johannes Brahms et al to George Henschel, dated Munich 12 November 1876. 
Letter folded twice, torn or nearly torn along both folds. 3 pages, 26.5 cm x 19.8 cm. 

Transcribed and translated by Josef Eisinger. 



- 5 -

Page 2

Brahms          Heumche hat feierlich erklärt (ohne Jemandes 
Einwilligung abzuwarten: “Mein erster Sohn 
heiβt (will heiβen) soll heiβen Hermann 
(nicht aber Julius oder Johannes oder Georg).

Allgeyer             Und so weiter! 

Meysenheim     Much ado about nothing  [English in the 
   original]
                                 Kleu Heumche
                                 Munchen [sic] 12 Nov: 1876.

Page 3

Levi                 Heumche sucht einen passenden Schluβ   
  zu dem unpassenden Inhalte  —

In Henschel’s hand                  Brahms
                                                 Levi
                                                 Allgeyer
                                                 Frl. Meysenheim 
                                                         (Sängerin an 
                                                             der Münchner Oper)

Brahms         Heumche has ceremoniously declared (without 
waiting for anybody’s consent): “My first 
son is named (wants to be named) is to be 
named Hermann (and by no means Julius or 
Johannes or Georg).

Allgeyer           And so forth!  

Meysenheim    Much ado about nothing  [English in the 
  original]
                                 Kleu Heumche
      Munich 12 Nov. 1876.

Levi              Heumche is searching for a suitable ending  
  to the unsuitable content  —

In Henschel’s hand                  Brahms
                                                 Levi
                                                 Allgeyer
                                                 Frl. Meysenheim 
                                                         (Singer at
                                                             the Munich Opera)
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Mainz: Atlantis Musikbuch-Verlag, 1995), 201 and 206‒7. 
4. Johannes Brahms: Life and Letters, op. cit., 295. 5. Ibid., 300.  
6. Monthly Musical Record 3 (Feb. 1, 1873), 20. 7. Margit L. 
McCorkle, Johannes Brahms. Thematisch-Bibliographisches 
Werkverzeichnis (Munich: G. Henle, 1984), 245, 247, and 
812‒13. 8. This correspondence is catalogued in the Brahms-
Briefwechsel-Verzeichnis (BBV) of the Brahms-Institut an der 
Musikhochschule Lübeck: http://www.brahms-institut.de/
db_bbv/index_2016.php. 9. See George Henschel, Personal 
Recollections of Johannes Brahms (Boston: The Gorham Press, 
1907). For more on the sale of Henschel’s Brahms letters see 
George Bozarth, Johannes Brahms & George Henschel: An 
Enduring Friendship (Sterling Heights: Harmonie Park Press, 
2008), 283, note 10. 10. In this I am following the usage of 
Dieter Steil in Wie freue ich mich auf das Orchester!: Briefe 
des Dirigenten Hermann Levi, op, cit. Both Brahms’s and 
Levi’s letters often contain marginal insertions, rarely noted 
in published collections. Steil’s volume is an exception. 
11. Hermann Levi to Clara Schumann, [Munich,] Wednesday, 
22 November 1876. See Steil, op. cit., 148. 12. Ibid., 149. The 
postcard survives only in this report to Clara. 13. Steil, op cit., 
Levi to Clara Schumann, [Munich,] Wednesday, 22 November 
1876, 148. 14. Russian for “I love you,” transliterated into Latin 
script. [Recte: Ya tebya lyublyu]. 15. Meaning perhaps that the 
name Allgeyer includes a Y, the names Brahms and Hermann 
Levi include H. The x next to Brahms’s name in the body of 
the letter and the one in the marginalia were added by Brahms. 
16. This portion is in Cyrillic script, but the Russian is not 
that of a native speaker. The English translation and comment 
have been kindly provided by Carol Avins, Professor Emerita, 
Germanic, Russian, and East European Languages and 
Literatures, Rutgers University. This is the only comment 
addressed directly to Henschel. One wonders if he ever learned 
what it meant. 

Notes, continued from page 3 Brahms News
The international conference The Intellectual Worlds 

of Johannes Brahms, hosted by Nicole Grimes and David 
Brodbeck, was held at the University of California, Irvine, on 
1−3 February 2019. Marie Sumner Lott and Valerie Goertzen 
also served as members of the Organizing Committee. The 
program featured keynote addresses by Julian Horton (Durham 
University) and Natasha Loges (Royal College of Music); 
29 paper presentations and a lecture recital; and performances 
of Brahmsʼs Violin Sonata in G Major, Op. 78, and Cello 
Sonata in F Major, Op. 99, by UCI Department of Music faculty 
Haroutune Bedelein, violin, Sarah Koo, cello, and Lorna 
Griffitt, piano. The American Brahms Society, the German 
Academic Exchange Service (DAAD), the Department of 
Music, Claire Trevor School of the Arts, UC Irvine, and UCI 
Illuminations provided support. Presentations are listed on 
pages 10 and 12 of this Newsletter.

The 200th anniversary of Clara Schumannʼs birth was 
celebrated in grand style in an international conference, 
Die Herrlichste von Allen: Clara Schumann zum 200sten 
Geburtstag, in Zwickau, Dresden, and Leipzig, 9−12 May 
2019. European and North American scholars presented 
20 papers, and the works of Clara Schumann and composers 
she admired were heard in three recitals: a concert by David 
Eggert, violoncello, and Gili Loftus playing the Clara-Wieck-
Flügel in the Robert-Schumann-Haus Zwickau (built by André 
Stein and played by the nine-year-old Clara Wieck in her first 
public appearance in the Leipzig Gewandhaus in October 
1828); a Liederabend by students of the Hochschule für Musik 
Carl Maria von Weber Dresden; and a recital of songs of 
Clara Schumann and Pauline Viardot (the “two oldest friends 
of the century”) in the Schumann-Haus Leipzig by soprano 
Miriam Alexandra and pianist Andreas Reuter. The conference 
program is available at https://www.zwickau.de/de/aktuelles/
pressemitteilungen/2019/04/151.php. 

The conference Clara Schumann (née Wieck) and Her World, 
to be held 14−16 June at the University of Oxford, will focus 
on the composer-pianistʼs work and cultural milieu “within the 
gender-aware and interdisciplinary climate of contemporary 
musicology.” It will include keynote lectures by Natasha Loges 
(Royal College of Music) and Susan Youens (University of 
Notre Dame), papers and lecture recitals, and a recital of Clara 
Schumann’s songs and piano music. The program and other 
details can be found at https://claraschumannbicentenary.com/.

The Sixth Biennial North American Conference on 
Nineteenth-Century Music takes place 10−12 July 2019 at the 
University of North Carolina at Chapel Hill. The program and 
other information may be found at https://nacncm.weebly.com/. 

The 2019 Brahms Awards at The Ohio State University 
recognized the Mühlfeld Trio—Sunghwan Kim, piano; Noah 
Wise, clarinet; and Thomas LaMon, cello. Named after the 
clarinetist who inspired several of Brahms’s later chamber 
works, the Trio performed Brahms’s Op. 114 Clarinet Trio at 
the Coltman Chamber Music Competition in Austin, Texas. 
The Brahms Fund at The Ohio State University was established 
by longtime ABS member and emeritus philosophy professor 
Tony Pasquarello in memory of his son, violinist A. Joseph 
Pasquarello, and in honor of Johannes Brahms.

Call for Papers

An International Bilingual Conference entitled Joseph 
Joachim: Identities / Identitäten is planned for 3−5 April 2020 
at the Musikhochschule Karlsruhe, Germany. The organizing 
committee welcomes abstracts of 300 words to be submitted 
to Katharina Uhde, katharina.uhde@valpo.edu, by 5:00 p.m. 
CDT on 20 September 2019. Conference languages are German 
and English. The conference is supported by the Fritz Thyssen 
Foundation. Further information may be found at the conference 
website, www.josephjoachim2020.com. 
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Nancy B. Reich 1924−2019
Nancy B. Reich, probably best known to readers as the 

author of Clara Schumann: The Artist and the Woman (Cornell 
University Press, 1985), passed away on 31 January at the age 
of 94. Reichʼs pathbreaking book, the first scholarly biography 
of a female musician, took Clara Wieck Schumann as the sub-
ject of her own story, following her life chronologically and 
then addressing overarching themes, e.g., “The Concert Art-
ist.” The expanded second edition (2001) includes an annotated 
catalog of her works. Reich contributed Grove articles on Clara 
Schumann, Louise Reichardt (whose songs she also published), 
Helene Liebmann, and others, and published numerous articles 
and essays, some of them in collections that laid the ground-
work for the study of women and gender in music: Jane Bowers 
and Judith Tickʼs Women Making Music (1987), Karin Pendleʼs 
Women in Music: A History (1991), and Ruth Solieʼs Musicolo-
gy and Difference (1995). She taught at several colleges, includ-
ing Bard, Hunter, Williams, Manhattanville, and NYU (where 
she had earned her Ph.D. in 1972), and was a frequent guest 
lecturer. In 1996 she received the Robert Schumann Prize from 
the City of Zwickau, and in 2012 an AMY Lifetime Achieve-
ment Award from the Womenʼs Philharmonic Advocacy.

Reich wrote and spoke about Clara Schumann as if she 
knew her, and in a very real sense she did, from years of study-
ing her diaries, letters, scores, and other primary sources. Clara 
Schumann Jugendtagebücher 1827–1840, edited by Gerd 
Nauhaus and Nancy B. Reich and just published in March 
2019, transcribes the diary entries of Clara Wieck and her father 
and, through extensive explanatory notes and annotated regis-
ters of persons, places, and compositions mentioned, supplies 
a rich context for reading them. This fascinating volume, the 
product of many years of work, is a last gift to us.

A joyful and exceedingly gracious person, Reich was also 
generous with her time and expertise. In 1990, before I had 
worked with Clara Schumann sources in Europe, I spent an ex-
citing Saturday at her home, listening to stories of her research 
visits to West and East Germany and studying the notes and 
handwritten copies of materials she had made there. Her guid-
ance and support over the years were tremendously important. 
A few years ago I came across a small collection of volumes 
from her library on an antiquarian bookdealerʼs website. One 
volume had already been sold. The rest are on my bookshelf, a 
reminder of the energy and spirit she brought to her work.

Valerie Goertzen
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1‒31.
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McManus, Laurie. “Prostitutes, Trauma, and (Auto)Bio-
graphical Narratives: Revisiting Brahms at the Fin de Siècle.” 
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ISBN 9783761824559
Siegfried Oechsle, “Symphonische Lösungsmächte oder Apotheose 
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Hermann Levi Honored at Last

Hermann Levi, born 7 November 1839, was one of the 
nineteenth century’s most important conductors: sympathetic to 
the music of Anton Bruckner when few others were, essential 
to Wagner as conductor of his operas, and a close friend to 
Johannes Brahms during that fertile period of 1865−1876 when 
both talented young men were establishing important careers. 
Clara Schumann is the one who introduced Levi to Brahms, 
who was now spending part of his summers in Baden-Baden 
while Levi was Hofkapellmeister in nearby Karlsruhe. Their 
friendship developed quickly, soon expanding to a jolly circle 
of men and women who maintained contact even when Levi 
left Karlsruhe. With a Gymnasium education, Levi was far more 
socially adept than Brahms, and it is he who coached Brahms 
on the correct manner of writing to King Ludwig of Bavaria 
when Brahms received the Order of Maximilian for Science 
and Art from the king in 1873. Twelve years later Levi would 
similarly help Anton Bruckner when that composer needed to 
thank King Ludwig for accepting the dedication of his Seventh 
Symphony.

The son of the Chief Rabbi of the Grand Duchy of Hesse, 
Levi was almost unique among the numerous prominent 
nineteenth-century musicians of Jewish birth in declining to 
abandon his religion. He was in the unusual position of being 
attacked as a Jew at the same time as he was befriended by 
Wagner. He held the post as Hofkapellmeister in Munich for 
30 years and also conducted, during many of those years, at 
Bayreuth. He has the distinction of having led not only the 
premiere of Wagner’s Parsifal, but almost all subsequent 
performances of that work for the next ten years.

Shortly after his late marriage in 1896 to Mary Fiedler 
(1854−1919), daughter of the art historian Julius Meyer and 
widow of art historian Konrad Fiedler, Levi built a villa in 
Garmisch, an ancient and renowned town in the foothills of the 
Bavarian Alps, near Munich. Given the fame and distinction he 
had achieved during his lifetime, and his local philanthropy, in 
1898 the district of Partenkirchen (which included Garmisch), 
conferred honorary citizenship on him.

To accommodate his wish to be buried on his own land, 
when he died, in 1900, Levi’s wife commissioned one of the 
most famous sculptors and architects of the time, Adolf von 
Hildebrand, to design a mausoleum. It was a graceful marble 
edifice, tastefully planted, with the outer walls curving around a 
marble structure decorated with musical bas-reliefs, protecting 
a sarcophagus containing Levi’s remains in a large metal 
coffin (Figure 1). She could hardly have imagined that within 
a few decades the mausoleum would be abandoned, hidden 
behind rampant vegetation, and eventually vandalized so that 
almost nothing of the structure remained, the coffin now in a 
pit covered by a marble grave plate and some planks thrown 
carelessly over it (Figure 2).

The estate had been divided and sold in two tracts, with 
the villa separated from the burial site. Shortly after the 
establishment of the Third Reich, where once the street running 
past the estate had been named Hermann-Levi-Weg, it now 
had a new name, “honoring” a publisher of anti-Semitic tracts. 
Abandoned and entirely neglected but still standing during the 
duration of the Nazi period, it was not until after the Second 

World War that the mausoleum was dismantled bit by bit by 
local townspeople until nothing was left. In 1957, the owner of 
the property was given permission to “dispose” of the enclosure, 
leaving only the red marble grave plate, also designed by 
Hildebrand. Exposed to the weather, but still recognized as a 
grave, in 1991 the site was put under historical protection, thus 
preventing the property’s owner from further disturbing it or 
selling the land for development. A later owner used the site 
around the grave as storage for building materials, firewood, 
and assorted equipment.

Not everyone had forgotten Levi and his legacy. The scandal 
of his resting place came to the attention of many people, 
among them Anthony Morris, a British-born French horn 
player and recording engineer who had settled in Garmisch-
Partenkirchen and had attempted, in 2003, to put together an 
organization that would restore the site. In the intervening 
years, there have been other unsuccessful attempts. A local 
newspaper featured the story of the disgraceful grave site in 
2012, after which several solutions were offered but eventually 
rejected. The present mayor, the first one to take a serious 
interest in the situation, determined to find a way to do what 
she agreed was the duty of Garmisch-Partenkirchen to live up 
to its obligation. In 2017 she met with the land owner and the 
Rabbi who headed the Jewish community in Munich. As there 
is now a new Jewish cemetery—the old one was destroyed 
by the Nazis—the Rabbi agreed that Levi could and should 
be re-buried there. It was a solution which seemed to please 
everyone—except for Anthony Morris and several prominent 
conductors, including Kirill Petrenko, the designated Principal 
Director of the Berlin Philharmonic, and Sir Simon Rattle, his 
predecessor, who felt Levi’s wish as to the location of his final 
resting place should be respected. Petrenko promised to bring 
his orchestra to Garmisch and perform in Levi’s honor if the 
gravesite were rehabilitated there.

Abruptly, in a very odd twist of fate, it seems that Anthony 
Morris et al are going to get their wish—not simply because 
of Petrenko, but because, in the end, Levi could not be buried 
in Munich; the Jewish cemetery cannot allot sufficient space 
to accommodate the large zinc coffin which holds his remains. 
The administration of Garmisch-Partenkirchen has reversed 
itself 180 degrees. Just before Christmas of this past year, the 
Mayor, Dr. Sigrid Meierhofer, Charlotte Knobloch, President 
of the Jewish Community of Munich and Upper Bavaria (the 
Israelitischen Kultusgemeinde München und Oberbayern), 
Ecko Eichler, owner of the land where Levi is buried, and 
Johann Eitzenberger, Business Officer for the District, all 
agreed to rehabilitate Levi’s grave in Garmisch in a manner 
commensurate with his life, his status as Honorary Citizen, and 
his artistic achievements. The site will be open to the public. 
The mayor says she will not allow any changes to the original 
design. Funding has not yet been organized, but the future looks 
promising.

Those wishing to express their enthusiasm for the project 
can write to Dr. Sigrid Meierhofer/ 1. Bürgermeisterin / Markt 
Garmisch-Partenkirchen / Rathausplatz 1, 82467 Garmisch-
Partenkirchen. For myself, I am going to thank Anthony Morris, 
with whom I have corresponded for many years, and who first 
made me aware of the situation in an email of 6 June 2005.
                                                                                                          

Styra Avins
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Figure 1: Mausoleum of Hermann Levi in Partenkirchen, designed by Adolf von Hildebrand. 
Photo from 1901, before the gable decoration was installed. Architekturmuseum der TU München, 

https://commons.wikimedia.org/w/index.php?curid=72547608. Inset: plaster model for the relief for the central gable, 
Bayerische Staatsgemäldesammlungen, https://www.sammlung.pinakothek.de/de/bookmark/artwork/y7GEJ85O4P

Figure 2: Hermann Levi’s gravesite as it appeared in September 2018 
https://commons.wikimedia.org/wiki/File:Grabst%C3%A4tte_Hermann_Levi_September_2018.jpg
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 Reissenberger, Benjamin. Kammermusikalische Klarinetten-
werke von Mozart, Beethoven, Weber, Schumann und Brahms: 
eine Studie zur historischen Aufführungspraxis. Falkensee: 
Finkenkruger Musikverlag, 2017. ISBN 978−3981596526

Stefaniak, Alexander. “Clara Schumann and the Imagined 
Revelation of Musical Works.” Music and Letters 99 (2018): 
194‒223.

Steil, Dieter, ed. Wie freue ich mich auf das Orchester!: Briefe 
des Dirigenten Hermann Levi. Cologne: Dohr Verlag, 2015. 
ISBN 978‒3868461237

Todd, R. Larry. “Late Brahms, Ancient Modes.” Nineteenth-
Century Music Review  15, no. 3 (December 2018): 421−42.

Papers Presented

Paper presented at the 2018 Rocky Mountain Music Scholars 
Conference, Tucson, 23−24 March 2018:
Matthew Stanley (University of New Mexico), “Toward Metric 
Stability: The Interplay of Meter, Syncopation, and Hemiola as Formal 
Process in Brahms’s Violin Sonata No. 1 in G Major, Op. 78”

Papers presented at the conference Brahms’s Ein deutsches 
Requiem: An Anniversary Conference, University of Cam-
bridge, UK, 17–18 April 2018:
Michael Struck (University of Kiel), “Editing Brahms’s Ein deutsches 
Requiem”
Otto Biba (Gesellschaft der Musikfreunde, Vienna), “Johannes 
Brahms’s Ein deutsches Requiem: Personal and Traditional Elements 
in the Selection and Compilation of the Text”
David Brodbeck (University of California, Irvine), “A German 
Requiem after Sedan”
Robert Pascall and Philip Weller (University of Nottingham), 
“ʻWhich hopefully makes of the work even more a whole’: Brahms 
Adds ‘Ihr habt nun Traurigkeit’ to Ein deutsches Requiem”
Martin Ennis (University of Cambridge), “An Unreliable Witness?  
New Light on Siegfried Ochs and the Genesis of Brahms’s Ein 
deutsches Requiem”
Mark Gotham (University of Cambridge), “Computational Approach-
es to the Requiem: Historical and Analytical Perspectives”
Heather Platt (Ball State University), “ʻThe Brahms Question’: 
A German Requiem in American Critical Discourse of the 1890s”
Natasha Loges (Royal College of Music, London), “An ‘English’ 
Requiem: Performances of Ein deutsches Requiem in Provincial 
Britain, 1939–1959”
Anneke Scott (Orchestre Révolutionnaire et Romantique), “Record-
ing the Requiem: John Eliot Gardiner’s Orchestre Révolutionnaire et 
Romantique and Its Approach to Brahms”
Ryan Minor (Stony Brook University), “Brahms and Theatricality: 
Staging the Requiem”

Papers presented at the Joint Meeting of the American Musico-
logical Society and the Society for Music Theory, San Antonio, 
TX, 1−4 November 2018:   
John Paul Ito (Carnegie Mellon University), “Brahms and the 
1.5-Length Bar”
Lucy Liu (Indiana University), “Brahms’s ‛Musical Prose’ Recon-
sidered”
David Keep (Eastman School of Music, University of Rochester), 
“Failed Musical Memory and Intertexuality in Brahmsʼs Op. 83 
Andante”
Alexander Stefaniak (Washington University in St. Louis), “Com-
posing the Priestess’s Performances: Clara Schumann’s Concerto 
Customizations”

M. Elizabeth Fleming (Graduate Center, CUNY), “Re-membering the 
Body: Listening to Waldhorn and Ventilhorn in Brahms’s Trio, Op. 40”
Reuben Phillips (Princeton University), “On the Resonance of the 
Romantic Horn Call in Brahms’s Trio, Op. 40”

Paper presented at the Winter Meeting of the Greater New York 
Chapter of the American Musicological Society, New York, 
2 February 2019:
Kim, Ji Young (CUNY Graduate Center), “Memory, Hope, and 
Brahms’s Variations on a Theme by Robert Schumann Op. 9”

Papers presented at the international conference, 
The Intellectual Worlds of Johannes Brahms, Irvine, CA, 
1−3 February 2019:
Kenneth DeLong (University of Calgary), “Of Ballads, Songs, and 
Rhapsodies: Genre Designations in Brahms’s Late Piano Music”
Tekla Babyak (Davis, CA), “Rehearing Brahms’s Klavierstücke: The 
Eternal Recurrence of Reflection”
Theodora Serbanescu-Martin (Cornell University), “Recomposing 
Brahms’s Op. 116 Capriccios: ‘Hidden’ Virtuosity, Brahmsian Late-
ness, and the Aesthetic of Impossibility”
Benedict Taylor (Edinburgh University), “Mendelssohn, Brahms, and 
the ‘Romantic Turn’ in the New Formenlehre: Formal Elision in the 
Chamber Music for Strings”
Jennifer Shafer (University of Delaware), “Johannes Brahms and 
Chopin’s Op. 55, No. 1: A Long-Term Development”
Risa Okina (Temple University), “The Musical Uncanny and Its 
Hermeneutic Implication in the First Movement of Brahms’s Piano 
Quartet in G Minor, Op. 25”
Loretta Terrigno (Juilliard School), “The Transmission and Recep-
tion of Courtly Love Poetry in Late Folksong Settings by Brahms and 
Friedrich Wilhelm Arnold”
Joanna Chang (Duke University), “Contextualizing Brahms’s Handel 
Variations: Volkmann’s Variations on a Theme by Handel, Op. 26 
(1856) and Emanuel Moór’s Variations and Fugue on a Hungarian 
Theme, Op. 24 (c. 1889) Reconsidered”
Jane Hines (Princeton University), “The Apollonian/Dionysian 
Dialectic in the Works of Johannes Brahms and Max Klinger”
Jon Banks (Anglia Ruskin University), “Brahms’s Hungarian Dances 
and the Early Gypsy Band Recordings”
Katharina Uhde (Valparaiso University), “J. Joachim, Julius Otto 
Grimm, and J. Brahms – and Mozart? Investigating the ‘Kaffernbund’”
Julian Horton (Durham University), “Brahms and the Theory of 
Romantic Form” (Keynote Lecture No. 1)
Kyle Shaw (California State University, Bakersfield), “A Piece Just 
about the Logic and Not the Beauty and Warmth”: Thomas Adès’s 
Anti- Homage Brahms, Op. 21”
Frankie Perry (Royal Holloway, University of London), “Serious 
Preludes for Serious Songs: Detlev Glanert’s ‘Respectful and Imagin-
ative’ Orchestral Framing of Brahms’s Vier ernste Gesänge”
Ryan McClelland (University of Toronto), “Distancing Brahms: 
Formal Processes in Wolfgang Rihm’s Nähe fern 1−4”
Martha Sprigge (University of California, Santa Barbara), “Brahmsian   
Templates of Grief: Rudolf Mauersberger’s Musical Responses to 
the Dresden Firebombing”
Daniel Beller-McKenna (University of New Hampshire), “Aimez-
vous Brahms: The History of a Question”
Katharina Uhde (Valparaiso University), Michael Uhde (Hoch-
schule für Musik, Karlsruhe), and Larry Todd (Duke University), 
“Exploring Eduard Reményi’s, Joseph Joachim’s, and Anonymous’s 
style hongrois, or, Hypothesizing What Brahms Could Have Heard in 
1853” (Lecture Recital)
Reuben Phillips (Princeton University), “Brahms in Schumann’s 
Library”
Martin Ennis (University of Cambridge), “Secrets of the Grave: New 
Light on Textual Precedents for Brahms’s Ein deutsches Requiem”
Styra Avins (New York), “Brahms and Graphic Arts”
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Editors’ Notes
The editors thank Styra Avins for her contributions to this 

issue. Avins was born and educated in New York City. Past Adjunct 
Professor of Music History at Drew University, she holds a BA in 
Social Studies from the City University of New York, with undergrad-
uate studies in cello at the Juilliard School, and an MM degree in cello 
from the Manhattan School of Music. Publications include Johannes 
Brahms: Life and Letters (Oxford, 1997) and chapters in Perform-
ing Brahms: Early Evidence of Performing Style (Cambridge, 2003), 
Brahms and His World (Princeton, 2009), and Brahms in the Home 
and the Concert Hall (Cambridge, 2014), and more recently “Myth 
in Brahms Biography, or What I Learned from Quantum Mechanics,” 
Fontes Artis Musicae 63, no. 3, and “Brahms in the Land of Seven 
Fortresses,” this Newsletter, Fall 2017. She currently serves on the 
Board of Directors of the American Brahms Society.

We thank Prof. Dr. Wolfgang Sandberger and Mr. Stefan 
Weymar for providing the image on the cover. Ideas, correspon-
dence, and submissions for the Newsletter are always welcome. 
Materials for the Fall 2019 issue should be sent to the editors by 
1 September.

Rose Mauro (University of Massachusetts, Worcester), “Brahms, 
Goethe, Schubert; or, The Undoing of ‘Classical’ Music”
James Lea (Royal Welsh College of Music and Drama), “His ‘Dark 
Familiar’: Brahms and Modernist American Poetry”
Natasha Loges (Royal College of Music), “Femininity, Fragments 
and Fingers: Reconstructing Brahms’s Intellectual World” (Keynote 
Lecture No. 2)
Janet Schmalfeldt (Tufts University), “Brahms and the Unreliable 
Narrative”
Robert Snarrenberg (Washington University in St. Louis), “Syntax and 
Discourse in Songs by Brahms”
Sanna Pederson (University of Oklahoma), “The Problem of Genre 
and the Power of Narrative: The Case of the Double Concerto”
Timothy Gonzalez (Temple University), “Brahmsian Expressivity: 
Revelation through Kristeva’s Revolution”
Robert Michael Anderson (University of North Texas), “‘Real Ger-
man Folklore’ or ‘Unfortunate Brahmin-Decadence’? Brahms’s Vocal 
Quartets and the Nationalist Politics of Hausmusik”
Sara McClure (University of Kansas), “‘The exile listens secretly …
and shakes his head’: Johannes Brahms, Duke Georg II, and German 
Nationalism”
Jacob Gran (Louisiana State University), “From Arcadia to Elysium: 
Beethoven, Brahms, and Universal History”
Vasiliki Papadopolou (Austrian Academy of Sciences, Vienna), “The 
‘new Johannes in the tone desert’ or Brahms on his way ‘to Immortal-
ity’? Sociological Discourse in the Viennese Press around Johannes 
Brahms” 

Recordings

Clara Schumann: Piano Transcriptions. Jozef De Beenhouwer, 
piano. Musikproduktion Dabringhaus und Grimm MDG 903 
1225-6, 2019. Notes by Joachim Draheim. 

Includes her solo arrangements of the Menuetto I/II from Brahms’s 
Serenade Op. 11 and the Scherzo movement of the Serenade Op. 16. 

Johannes Brahms. The Piano Quartets. The Primrose Piano 
Quartet. Meridian Records, CDE 84650/1-2 (2 CDs), 2019.
Recorded in Ehrbar Hall in Vienna using period instruments, including 
a Blüthner, an Ehrbar, and a Streicher piano, these spacious and trans-
parent readings incorporate the conventions of period performance 
style in unusually fresh and expressive ways. Especially noteworthy 
is the sense of spontaneity that comes from a willingness to abandon 
modern fussiness about fastidious ensemble playing and to embrace a 
sometimes breathtaking elasticity of tempo and generosity of gesture.


