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The “Mush, Lush, and Gush” 
in the American Reception of 

Brahms’s Requiem
The study of the American reception of Brahms’s music 

is still in its infancy. A few scholars have republished or 
excerpted reviews of important nineteenth-century American 
performances, but explorations of the environment in which 
these reviews were written have scarcely begun.1 While scholars 
focusing on European critics have established the importance 
of placing the reception of a composer or work in relation to 
contemporary politics, this overview of the critical reaction to 
A German Requiem during 1895–1900 reveals that contrasting 
styles of music criticism, the personal relationships between 
critics, and the critics’ personal motivations are also crucial 
to reception studies.2 Ultimately, the reactions to Brahms’s 
composition reveal more about the critics than the composer or 
the American reception of his works. 

By the late 1890s, the first cadre of eminent American music 
critics had emerged with Henry T. Finck (1854–1926), William 
J. Henderson (1855–1937), James Gibbons Huneker (1857–
1921), and Henry Krehbiel (1854–1923) in New York; and 
William Foster Apthorp (1848–1913) and Philip Hale (1854–
1934) in Boston. Each prided himself on his musical acumen 
and rhetorical style and, although they admired each other’s 
work, they also enjoyed sparring with each other. Verbal jousts, 
however, could only maintain a readership if a well-known 
composer was involved. As Henderson trenchantly observed, 
being an anti-Wagnerite in the 1890s did not attract attention 
because that composer’s merits had long since been agreed 
upon.3 With Wagner out of the game, Brahms, whose music still 
faced reservations, was the obvious candidate for public debates 
that were often intended to capture the readers’ attention rather 
than to inform them. The exchanges about A German Requiem 
during 1895–1900 concerned not only Brahms’s music but also 
contrasting approaches to music criticism in general. However, 
despite some penetrating observations, some critics resorted 
to mudslinging that enhanced neither the appreciation of the 
profession nor Brahms’s composition.
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This fracas was noteworthy for its unusual length and 
multiplicity of participants. That the topic of Brahms’s Requiem 
was considered newsworthy in the United States rested in part 
on decades of newspaper coverage of the work’s performances 
and reception in Europe. Their brevity nothwithstanding, these 
reports had enshrined Brahms’s status as a canonic composer 
and his Requiem as both one of his most important works and, 
more broadly, one of the most significant choral works of the 
era. Nevertheless, although various groups had registered 
interest in performing the work, the first complete performance 
in America did not take place until 1877.4 The reviews of this 
concert and those of three performances in the 1880s often 
centered on the challenges the work posed to choristers, but 
during the late 1890s, when the number of performances 
increased, critics offered interpretations of the emotional and 
expressive aspects of the work as well. By this time, the major 
critics’ evaluations of Brahms’s compositions were so well 
known that they needed no explanation, and readers of East 
Coast newspapers were used to the critics’ sniping at each other 
on a wide variety of topics, including Brahms.

American music lovers and critics were aware of German 
language publications about Brahms and his music. Brief quotes 
from leading European critics and scholars often appeared in 
newspapers, and similarly short announcements, excerpts, and 
reviews of recently published European books about Brahms 
were also published in daily newspapers and music journals. 
Such items included excerpts from Hanslick’s letters about 
Brahms and reviews of Dietrich’s and Widmann’s recollections 
of the composer. Most American critics’ assessments of 
Brahms’s compositional style aligned with both the positive 
and negative reactions of earlier European writers, and some 
of their opinions were also impacted by their assessments of 
program music.5 During their discussions of the Requiem, many 
critics referenced the polarization of Wagner’s and Brahms’s 
supporters in Europe: the anti-Brahms camp echoed Nietzsche 
and other Wagnerites in attributing Brahms’s fame to the manner 
in which anti-Wagnerites had positioned him as Wagner’s 
antagonist,6 while the supporters of Brahms claimed that the 
controversies between the two camps led to misperceptions 
of the composer’s music. All acknowledged Brahms’s great 
technical skill; their differing assessments of his compositions, 
like those of German critics, rested on the perceived affect of 
his music.7

English critics also played a decisive role in the scrimmage 
over the Requiem. George Bernard Shaw (1856–1950), Vernon 
Blackburn (1866–1907), and John Runciman (1866–1916), all 
infamous anti-Brahmsites, practiced a type of “new criticism” 
that rested on a thorough knowledge of the music and explicitly 
subjective responses to composers and compositions, as well as 
an exemplary literary style.8 Ernest Newman (1868–1959) and 
other English writers derided such critics’ subjective approach 
as impressionistic. They preferred a more objective, supposedly 
scientific approach that provided greater technical information. 
In Boston, Hale endorsed Shaw’s style of criticism and 
opinions of Brahms, and Runciman and Blackburn were regular 
contributors to his journal the Musical Record. While Huneker 
also practiced this style, Krehbiel, the staid but extremely 
knowledgeable critic of the New York Tribune, rejected it. 
His responses to the other men’s sometimes sensationalistic 
assessments of Brahms’s Requiem intermeshed insults about 

their so-called “new criticism” with defenses of the composer’s 
music.

In his two reviews of the Cecilia Chorus’s 1895 performance 
of the Requiem in Boston, Hale avowed, in terms redolent of 
the views of European Wagnerians, that despite the Requiem’s 
compositional technique, the listener was not moved in part 
because it resembled “absolute music.” While this term had 
various meanings and values during the nineteenth century, 
Hale employed it negatively, as shorthand for the work’s 
alleged lack of emotion and expression, and subsequent anti-
Brahms writers did likewise.9 Shaw’s assessment that the “dull” 
work is “patiently borne only by the corpse” and that it “has not 
the true funeral relish”10 likely influenced some of Hale’s other 
comments including: “There is neither the selfish agony of the 
mourner, nor the smell of the sad, nor the dramatic scenery of 
the Calvinistic Great Day, nor the pantheist’s desire, nor even 
the conventional threadbare crape and tears.”11 He also carped 
at the “ingenious pedal points and crabbed writing for voices.” 
Reviewers of the Requiem in Europe, including Shaw, also 
criticized the pedal points, particularly the lengthy one in the third 
movement during which the timpanist in the 1867 performance 
in Vienna had played too loudly.12 In contrast, other American 
critics commended this pedal point’s representation of God’s 
reassuring steadfastness and the technical feat necessary for its 
success.13 

In his response to the same 1895 performance, Benjamin 
Woolf (1836–1901) appeared to side with Hale in criticizing 
the work’s intellectuality, but he praised other characteristics 
including the dramatic setting of the line “the trumpet shall 
sound” in the sixth movement. Apthorp spoke of the “poetic 
essence of Brahms’s writing [and] the wondrously suggestive 
quality of his music.”14 In particular he praised the orchestral 
coloring Brahms created to convey the “fragile” “withering” 
during the second movement’s opening lines, “The grass it doth 
wither and the flower it decayeth.” That these writers lauded the 
orchestration and evocative gestures is significant because anti-
Brahmsians, including Hale, complained that the work lacked 
such sensitivity to the text and that the orchestra’s allegedly 
dark colors were ineffective.

Huneker discouraged the type of partisan assessment voiced 
by Hale. He asserted that surely in America, where critics were 
free from European politics, it should be possible to admire both 
Wagner and Brahms. Indeed, unlike the German critics who 
responded to the early performances of the Requiem, almost 
all the American critics of the 1890s admired Wagner’s music, 
though to be sure not all were champions of the composer, and 
some of the American performances of the Requiem were paired 
with excerpts from Wagner’s operas. While Huneker did not 
name the Requiem, he referenced several threads in the critical 
reception of Brahms that would recur in the debate about the 
piece. In particular, he venerated Brahms’s “austerity,” which 
others derided, and he viewed Brahms as “modern” because 
“he represents the intellectuality of an age that has permitted 
itself to take its physical senses too seriously.”15 

Despite his call for peace, in 1896 Huneker initiated a series 
of exchanges by teasing Finck for his refusal to appreciate 
important aspects of Brahms’s style, and particularly the 
composer’s piano music. Finck’s brief retort inspired Edgar 
Stillman Kelley (1857–1944) to publish a lengthy diatribe 
critiquing Brahms’s piano music and his austere and gray 
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orchestration. He gave this essay the attention-grabbing title 
“Why Brahms Fails to Inspire Us: An Apology.”16 Gustav 
Kobbé (1857–1918), the venerated authority on opera and 
also a Wagnerite, W. S. B. Mathews, a well-known Brahms 
advocate in Chicago, and Louis Arthur Russell (1857–1944), 
a singing teacher and conductor from New Jersey, strongly 
defended Brahms. In addition to their comments about the 
composer’s piano music, Russell praised the orchestration in 
the Requiem, and drew attention to the omission of the violins 
in the first movement.17 In contrast to the lengthy articles of 
Kelley, Kobbé, and Russell, Woolf engaged in pointless short 
exchanges with Finck in which both resorted to petty name-
calling, which likely amused readers of their newspapers but 
did little else.18

Brahms’s death in April 1897 presented another opportunity 
for the airing of the competing assessments of the composer. 
Most American obituaries noted the significance of the 
Requiem, but the one by Kobbé described it as portraying the 
idea of “hope in a divine future,” and it highlighted a few of 
the work’s technical accomplishments. In particular, Kobbé 
praised the fugues, which Brahms’s detractors frequently 
harpooned, as genuinely of the nineteenth century, as opposed 
to replicas of the past.19 The following year, in 1898, Mathews 
published a similarly positive three-and-a-half-page description 
of the Requiem that praised the composer’s skill and the work’s 
emotional affect.20 Neither of these assessments of the work, 
however, altered the minds of the work’s detractors.

Arguments about the Requiem escalated in 1899 after the 
Worcester Musical Festival in England presented the work 
and the English premiere of Horatio Parker’s oratorio Hora 
Novissima (1893). Blackburn published an interview with 
Parker that created quite a stir in the United States. After 
praising Parker’s oratorio, Blackburn prodded him to defend 
his claim that the beauty and grandeur of the Requiem were 
fact. Blackburn then issued a typically inflammatory quip that 
he would frequently return to in later articles: “To my mind, the 
Requiem has cowardice for its psychological basis and dullness 
for the quality of its utterance.”21 Blackburn later explained 
that the Requiem was cowardly because it lacked emotion,22 but 
his insult could also be interpreted as a critique of the English 
and American writers who frequently described Brahms’s 
compositions as virile and, as Huneker later commented, as 
channeling one of Nietzsche’s well-known barbs about the 
composer as an impotent thinker.23 

Parker, who had previously stumbled when interacting with 
the press, was unable to adequately rebut the Englishman:

I don’t believe that there is any psychological basis to it [the 
Requiem] of any kind whatever. This was the absolute music 
that came from the head and the heart of Brahms, and it was 
labeled Requiem by him— no more and no less.24

In subsequent publications, Blackburn deliberately mistook 
Parker’s description of the Requiem as absolute music as an 
endorsement of his own perception that the work was devoid 
of emotion. In contrast, Huneker interpreted Parker as using the 
term “absolute music” as a way of praising the work because it 
did not use the type of exaggerated gestures, which he loathed, 
that were often associated with program music. Huneker 
and Parker likely ascribed to Hanslick’s view that the deep 
emotions of the Requiem were conveyed in the same ways 

emotions were conveyed in instrumental music.25 But 
Blackburn, who failed to acknowledge the emotional aspects 
of Brahms’s instrumental pieces, disregarded this point of 
view. Similarly, he put aside the criticisms of Tchaikovsky and 
Wagner that Parker also observed, likely because they were 
less sensational and because finding fault with these composers 
was not as newsworthy as attacks on Brahms’s most acclaimed 
composition.

The press should have ignored this interview which, like 
so many of Blackburn’s articles, was a calculated provocation. 
Instead, Americans rushed to defend both Parker, their 
countryman, and Brahms. Krehbiel attacked Blackburn’s 
style of criticism and that of like-minded American writers 
who, he claimed, were “trumpeting forth their own exquisite 
sensibilities” instead of studying the actual music.26 Although 
he attempted to defend Brahms’s “inspiring music,” he offered 
little of substance, and instead of resoundingly refuting 
Blackburn, he labeled the Englishman’s term “psychological 
cowardice” as “characteristic bumptiousness,” an odd, 
flatfooted expression that hints at Krehbiel’s well-known 
tendency to pontificate. Krehbiel then suggested that Parker 
should have asked Blackburn for the location of this cowardice 
because he believed cowardice could neither be found in the 
music nor the text’s holy words. The interview and Krehbiel’s 
uncharacteristically ineffectual response were reprinted and 
summarized in multiple American newspapers as well as in 
Hale’s Musical Record. Blackburn responded to Krehbiel’s 
critique with the typically inappropriate taunts, referring to the 
American as a “carpet-slipper gossip” with a “staccato” style 
of writing and misrepresenting Krehbiel’s ideas so much that 
they bordered on being nonsensical. Hale gleefully labeled the 
debacle as “the Casus Belli” and regretted that Brahms was not 
alive to “enjoy” it.27

Huneker’s response to the tumult had the eye-catching 
title “The Brahms Haters.” He had previously extolled the 
Requiem as portraying “the idea of the whole human race 
marching in procession to the grave,”28 but in this article he 
only addresses the critics’ behavior. He fiercely defended 
Brahms and Krehbiel by alleging that Blackburn and his like-
minded colleague Runciman acted in hot-headed partisanship 
and with willful blindness.29 In response to Huneker’s goading, 
Runciman entered the fray with an article whose title, “No 
Bloodshed about Brahms!,” was likely designed to best the 
title of Huneker’s article. It began sarcastically with the hope 
that the fight between Blackburn and Krehbiel would not 
lead to war between England and the United States. But the 
article said little that was new, rather Runciman rehashed anti-
Brahms tropes that numerous earlier German critics had used, 
as the following quote demonstrates: “Only once or twice is he 
really expressive of an original emotion, and that emotion is the 
feeling of despondency, grief, melancholy, which was aroused 
in him by a sense of his own emotional impotence.”30 In short, 
the article is not as interesting as its title, it doesn’t consider the 
Requiem, and it derides Krehbiel and Huneker as “geese.” 

Arguments about the Requiem spilled over to reviews of 
Huneker’s new book Mezzotints in Modern Music. Huneker 
was a pianist, and his chapter on Brahms proffers a highly 
sensitive but sometimes critical survey of the composer’s 
piano works. He praised Brahms’s music but acknowledged it 
posed challenges, writing “besides Wagner’s vast tremendous 
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scenery, the music of Brahms is all brown, all grey, all darkness 
and often small.”31 Although this characteristic suited Huneker, 
Blackburn, in his review of the book, seized on this statement 
and interpreted it as validating the anti-Brahmsites’ complaints 
about the composer’s dreary colors and style. He further 
questioned Huneker’s and Krehbiel’s judgments that Brahms 
was “a profound thinker,” arguing that the darkness of his 
music reflected the composer’s reticence and evasiveness, and 
therefore the composer could not be considered profound. He 
ended by again mocking Parker’s description of the Requiem as 
absolute music.32

During 1900, vestiges of the arguments about the Requiem, 
including Blackburn’s catchiest soundbites, were reprised 
in the press following performances of the work in Paris, 
Cincinnati, Worcester (Massachusetts), and Birmingham 
(England).  Writing in response to the Cincinnati performance, 
Krehbiel, who acknowledged he had been bested by Blackburn, 
(once again) challenged the veracity of the English critic’s 
punch line about Brahms’s cowardice and defended the 
Requiem by drawing attention to the way its expression of 
sorrow and comfort were accomplished without “dramatic 
picturesqueness.” This avoidance of graphic gestures also 
attracted Huneker, who noted that “lovers of mere decorative 
music will never appreciate” the work’s “sublime” and moving 
passages.33 Blackburn reiterated his previous critiques and, in 
response to the performance in Massachusetts, Hale published 
a tirade critiquing the work and approvingly referencing 
Runciman and Blackburn.34 Subsequently the critics tired of 
carping at Brahms, as Henderson had anticipated they would,35 
and reviews of later performances of the Requiem often praised 
the music’s deep emotions, though a small minority referenced 
the 1899–1900 brouhaha.

When Krehbiel and Finck traded barbs over Wagner in 1897, 
Finck admitted that quoting other critics to point out their errors 
and foolishness was a form of “amusing entertainment,”36 and, 
similarly, Hale and his English colleagues’ responses to Brahms 
were aimed at entertaining their readers (and, of course, 
themselves). While Huneker appreciated aspects of their highly 
subjective approach to criticism, Krehbiel and Henderson 
believed in reporting what they considered to be objective facts. 
As a result, they likely felt the need to correct the rhetorical 
flourishes of the anti-Brahms camp. But instead of enriching 
the public’s appreciation of Brahms’s music, their quotations 
of the anti-Brahms diatribes empowered their opponents and 
made the seemingly easy-to-grasp quips of the anti-Brahmsians 
accessible to more readers. 

Even though Henderson recognized the contrived nature of 
the bickering, he could not resist the opportunity to be involved; 
perhaps he wished to restore a sense of order to the discussion 
or to act as a wise sage who could focus on the important issues. 
He argued that critics always needed to catch up with a genius 
such as Brahms, and, in a subtle rebuke of Finck’s attitude 
to Brahms, he predicted that the reception of Brahms would 
ultimately follow that of Wagner. Just as Finck’s well-received 
monograph demonstrated that early critics of Wagner’s music 
had been incorrect, so too would Brahms’s critics (including 
Finck) also be proven wrong.37 But Henderson’s arguments 
likely fell on deaf ears because his writing did not have the flair 
or wit of Hale and the English critics, and his ideas were too 
complex to be distilled into memorable witticisms.

Parts of the exchanges from 1899–1900 were reprinted 
and cited in multiple states. A critic in Omaha, for example, 
reported that the East Coast critics were “waging a fierce war” 
about the nature of music criticism and Brahms’s music, and, 
echoing Henderson, he concluded that many years would 
have to pass before this music could be accurately assessed. 
In contrast, a writer in Buffalo, New York, was less tolerant. 
He rehashed the debate and described the state of criticism 
as “mush, lush, and gush.”38 While it may never be possible 
to assess how much attention the average concertgoer paid to 
these staged “debates,” what is clear is that even in the 1890s 
American choruses struggled to perform the Requiem, and even 
in prominent venues such as the much celebrated Worcester 
Festival (Mass.) some audiences registered discomfort or lack 
of interest in the work.39 Moreover, in 1900 more Americans 
had read reports of the Requiem than had heard it.

Heather Platt
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a cross-section of Brahms’s works. “Brahms in Nineteenth-Century 
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Vienna Paradigm,” Musical Quarterly 94, nos. 1–2 (Spring–Summer 
2011): 156–210. 3. W. J. Henderson, “Themes and Topics in the Musi-
cal World,” New York Times, 7 January  1900, 18. 4. This performance 
was led by Leopold Damrosch. H. D., “New York Oratorio Society,” 
Dwight’s Journal of Music 37, no. 1 (14 April 1877): 4. 5. The most 
frequently cited studies of American critics ca. 1900 highlight the 
writers’ orginality rather than their connection to European critical 
discourse. Moreover, they do not explore the frequent references to 
European writers published in American newspapers. See, for ex-
ample, Joseph Horowitz’s Moral Fire: Musical Portraits from Amer-
ica’s Fin de Siècle (Berkeley: University of California Press, 2012). 
6. Friedrich Nietzsche, The Birth of Tragedy and the Case of Wag-
ner, trans. Walter Kaufmann (New York: Vintage, 1967), 187–88. 
7. Angelika Horstmann provides the most extensive overview of the 
early German critical response to the Requiem. It is not clear whether 
the Americans writing in the 1890s knew any of the reviews she dis-
cusses. Untersuchungen zur Brahms-Rezeption der Jahre 1860–1880 
(Hamburg: Karl Dieter Wagner, 1986), 130–79. 8. This type of criti-
cism is not related to the more widely known twentieth-century style 
of literary criticism that was also referred to as “new criticism.” Al-
though studies of English critics have considered this style, studies 
of American music critics have scarcely mentioned it. Paul Watt, The 
Regulation and Reform of Music Criticism in Nineteenth-Century 
England (London: Routledge, 2018). 9. Sanna Pederson provides an 
insightful overview of the changing connotations of the term “absolute 
music” in “Defining the Term ‘Absolute Music’ Historically,” Music 
& Letters 90, no. 2 (May 2009): 240–62. 10. The first Shaw quote, 
dating from 18 June 1890, was reprinted in multiple American pa-
pers, including Chicago’s Inter Ocean, 13 July 1890, 13. The second 
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Remembering Kurt Hofmann
In tribute to Kurt Hofmann (1931–2024), we offer the following 
recollections. Hofmann, an esteemed colleague and friend, was 
Corresponding Director of the ABS for more than 30 years and, 
with his wife Renate, an Honorary Member since 1999.

Knowing Kurt Hofmann has been one of the most enliven-
ing parts of a scholarly life with Brahms and Schumann. Kurt 
was so full of passion for these composers and everything that 
brought him closer to them. He started collecting in the ’50s 
when now very valuable items were considered much less so, 
and were available through catalogs, famously that of Hans 
Schneider in Tutzing. And though not an academic or musician 
(Kurt was a civil administrator in Hamburg), he brought a very 
sharp and disciplined mind to the recording of documentary 
detail in books that have become invaluable to scholars.

I first met Kurt at the International Brahms Congress in 
Detroit in April 1980, where he joined a roundtable debating 
the topic “Is a New Collected Edition of the Works of Brahms 
Necessary?” and where items from his collection were dis-
played and attracted lots of interest. Soon after, I visited him 
in Hamburg through my English colleague and Hamburg resi-
dent Alfred Clayton and saw items even closer up. I especially 
remember the pre-proof page on which Brahms hesitated as to 
the instrumentation of the opening of the soprano movement of 
the Requiem (oboe or bassoon at m. 4?).

From then onwards we were friends. Kurt wanted his collec-
tion to be established in Hamburg, but this did not work out, to 
his disappointment. His knowledge of Brahms in Hamburg was 
unique, and I was honored that he wrote a definitive article for 
English readers for my Cambridge Companion. In due course 
his collection came to Lübeck. Older colleagues will remember 
that was the nucleus of the present Brahms-Institut, first estab-
lished on the top floor of the Institute of Medical History, ac-
cessed via steep circular—and somewhat disconcerting—iron 
stairs: One worked under the eaves, while Kurt presided at the 
Director’s desk, receiving as it seemed, endless phone calls 
concerning the growing collection. Here he introduced me to 
important source items that found their place in the new edition 
of the Requiem for the Collected Works, which had meantime 
gained traction, making endless notes before the days of scans.

We exchanged Christmas cards till quite recently, and his 
were bursting with news about his latest project—the promo-
tion of Brahms’s association with Schloss Altenstein, the coun-
try residence of the Duke of Meiningen, and his role in its major 
restoration as a cultural monument.

The hospitality of Kurt and Renate in their elegant Lübeck 
apartment is a precious memory: Kurt’s personal warmth, sense 
of humor, and encouragement have meant so much to so many.

Michael Musgrave

Although I did not meet Kurt Hofmann in person until 1993, 
he was a major inspiration to me from the moment I read his 
groundbreaking book from 1985, Brahms and Hamburg. Here 
was someone who had delved into Hamburg’s city archives and 
found information that stood the widespread misinformation 
about Brahms’s early life firmly and irrevocably on its head. 
No more brothels, no more poverty, only the hard-fought, low-
er middle class, everyday life of a freelance musician and his 
family, a family which included a particularly gifted little boy. 
In 1991, through the help of Alfred Clayton, himself a dealer 
of musical items, I made contact with Hofmann shortly after 
receiving a contract to compile my book of Brahms’s letters.

Kurt Hofmann had only recently moved himself and his col-
lection of Brahms materials to Lübeck, where he had found a 
home for the collection in affiliation with the Hochschule für 
Musik after the University of Hamburg had turned down the 
donation. Their objection had been to his stipulation that the 
collection be under his direction. By early September 1991 I 
was already corresponding with him. He was cordially helpful, 
inviting me to come to Lübeck so as to inspect their already 
substantial collection of photographs and other documents. He 
shared with me his excitement over a letter he had just acquired, 
from Brahms to Arnold Wehner, Music Director in Göttingen 
at the time of Brahms’s first visit to Joseph Joachim there in 
1853. Wehner’s encouragement of Brahms in those early days 
is not much noted, but Brahms’s letter is a vivid picture of the 
huge boost to self-confidence that he received not only from 
Joachim. It’s a prime example of how important letters are in 
understanding the character and personality of a person.

By July 1993 I was able to organize my visit to Lübeck, five 
days of unfettered access to its treasures. I was invited to dinner 
at the home of Renate and Kurt—at some point we were on first-
name terms. Kurt’s sister was among a few other guests, and my 
German was now (just barely) sufficient for me to take part in 
the conversation. It was an unforgettable evening. Kurt, who 
did not know English (unlike Renate), seemed very pleased.

During the entire course of my work on Brahms Life and 
Letters, all material at the Gesellschaft der Musikfreunde in 
Vienna was out of bounds. The Archive was being refurbished, 
the entire contents in mothballs for the duration, without access 
even to the card catalog or any help from the staff. Quite simply, 
the book as it now reads was made possible in large part by the 
Hofmann collection at the Brahms-Institut, brilliantly enhanced 
by the Hofmanns’ still-private collection in their home.

One afternoon I was invited there. My letter to Alfred Clay-
ton (11 Sept. 1993) describes it: “My visit to the Hofmanns 
worked out wonderfully well…. They were more than kind, and 
of course their collection is a kind of miracle. When one thinks 
of the work that went into simply preserving it, putting things 
in folders and binders and gluing appropriate things together, 
etc, etc, it is really extraordinary.” Indeed, the bookshelves and 
storage space ran the entire length of a long wall in an old, very 
charming flat in the old part of the city. I would have liked to sit 
in that house and ferret through their treasures for days.

Photo by Dr. Teresa Cäcilia Ramming, 
Brahms-Institut Lübeck. 

Continued on p. 10, column 1 
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Louise Langhans-Japha, portrait, painted by her nephew 
Walther Witting (1864–1940). Private collection with kind 
permission of owners to publish. Photo: Knut Holtsträter.

Modern Day Echoes of 
Düsseldorf 1853

“Zur freundlichen Erinnerung / von / Johs. Brahms. / 
Düsseldorf im October 53”1—with these words, the then 
20-year-old Brahms concluded the entry that he wrote in the 
Musik-Stammbuch of a friend from his childhood in Hamburg, 
Louise Japha, who was seven years his senior. Of the fifteen 
entries in Japha’s album, three are Lieder written out in Brahms’s 
unmistakable hand, complete with performance markings. The 
songs were published later in 1853 as numbers 2, 3, and 4 of 
his Sechs Gesänge für eine Tenor- oder Sopranstimme mit 
Pianofortebegleitung, Op. 3, dedicated to Bettina von Arnim.2

Since the discovery of compositions by Louise Langhans-
Japha (1826–1910) in a Wiesbaden basement in 1989 (see 
the Fall 2022 ABS Newsletter), even more items connected 
to this composer have come to light thanks to the great-great- 
grandchildren of Louise’s sister, Minna Witting née Japha. 
Besides Louise’s Musik-Stammbuch, these findings include a 
previously unpublished portrait of her, and the early memoirs 
of Minna’s husband, Carl Witting.

While Louise is known as a close friend of Brahms in their 
youth, her younger sister Minna Japha (1828–1882) also spent 
time with him, as reported by Max Kalbeck: 

Painting, especially landscape painting, is at least as close to 
music as poetry, and it is no coincidence that the art of colors 
has borrowed some of its terminology from that of sounds. 
[…] Even in Hamburg, Brahms felt drawn to the related art, 
and he asked Minna Japha for special permission to visit her 
often in her studio. He never tired of admiring every new 
portrait and once said that such a picture could be compared 
to a sonata and required just as much effort: “And how many 
sonatas does one write throughout his life!?” Whatever 
Brahms had to give to his comrades in his and the related art, 
he received in abundance back from his friends.3 

In November 1852, Minna moved with Louise from 
Hamburg to Düsseldorf, where Louise would study piano with 
Clara Schumann and composition with her husband Robert 
while Minna would study painting under Professor Carl 
Ferdinand Sohn at the Düsseldorf Art Academy.4 Soon after 
their arrival, Louise wrote to Julius Schäffer (1823–1902),5 a 
young musician and music critic in Berlin, to ask about the three 
“Liederchen” that she had sent in October seeking his opinion, 
and also to share some of her impressions of Düsseldorf and 
the Schumanns.

When I arrived in Düsseldorf, I found Robert Schumann 
suffering so much that he couldn’t hear any music or even 
talk to strangers. Of course, that was a bad start for me. But 
now he has recovered to the point where he will conduct the 
3rd subscription concert (December 2nd); he also attended 
rehearsals a few times. We will (since my sister and I are 
members of the choir) perform a new composition by 
Schumann in this concert, it is called “Vom Pagen und der 
Königstochter” and is for solo voices, choir, and orchestra. 
As far as I can judge it so far, I find it extremely pleasing [but 
I am always reminded of your statements about Schumann: 
namely that Spohr-ish mannerisms are strongly reflected in 
this work]. The concert hall is very beautiful and larger than 
our Hamburg Apollo Hall; the sound there is good, especially 
when the hall is quite full, which has been the case at every 

performance so far. It’s a shame that a large part of the local 
audience is against Schumann and immediately listens to each 
of his works with negative prejudice; one can truly often lose 
patience when one hears how many otherwise very educated 
people have no concept of Schumann and always wish they 
had their former music director Hiller back, “who conducts 
much better and is much more amiable, a real salon person.” 
You can believe that I defend Schumann, and in the face of 
these angry enemies, I unconditionally praise him, quand 
même.

Since Frau Schumann has also been quite concerningly 
ill over the last 4 or 5 weeks, I haven’t had much of either of 
them, but her friendly attitude towards me has remained the 
same. A few times I played Bach fugues under her direction. 
Robert Schumann shares the same opinion with you about 
me in that he strongly discouraged me from taking theoretical 
lessons (his wife had initially thought it desirable), and he 
claimed that it would be enough for me if I shared my musical 
attempts with him for his assessment. […] Frau Schumann 
is, by the way, perfectly suited for lifting up the weak and 
cheering the sad. She is so gracious, level-headed, and always 
has good advice on hand in musical and other matters that I 
grow ever fonder of her.6

We do not know if Julius Schäffer answered her letter or gave 
his opinion on her compositions.7

Japha continues in her letter to Schäffer that she loves the 
town of Düsseldorf, and that, apart from the few hours she 
is teaching, has the rest of the time to herself—especially 
during the day. As long as the light is good, Minna paints in 
the studio, and in the evenings the sisters make music together, 
visit a few acquaintances, or attend Gesangverein rehearsals or 
concerts. One can assume that Minna was enjoying her time 
in Düsseldorf. The Düsseldorf Art Academy was a magnet for 
art students worldwide and was considered a prestigious place 
to study in the 1840s and 1850s. Professor Sohn ran a private 
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studio that women students were allowed to attend. (Until 
Article 109 of the Weimar Constitution gave women the same 
rights and duties as men in 1919, women were generally not 
admitted to art academies.) The Academy’s presence created a 
unique artist colony sequestered away from the humdrum of a 
big city; Louise continues:

Everything seems pleasant and beautiful to me, to which the 
constant company of my sister may contribute a good part. But 
apart from that, living in an artists’ town has its own charm; 
the elite of the audience consists of artists, mostly painters, 
of course, and as a result there is a completely different spirit 
in the local circles than, for example, with us [in Hamburg], 
where the stock exchange is always and forever the center of 
everything.8

There is no mention of Brahms in this letter, as he would not 
arrive in Düsseldorf for another year. His arrival in 1853 was 
welcomed by the Japhas, and it is known that he spent time with 
both sisters, as Kalbeck explains:

Minna, the painter, fell quite seriously ill with measles, which 
was so severe and virulent in Düsseldorf that the whole world 
feared infection and the sisters were quite isolated. Brahms 
redoubled his attention during this critical time, bringing along 
his beloved E. T. A. Hoffmann, borrowed from Schumann, to 
which he had already been passionately devoted in Hamburg 
(the “Princess Brambilla” had inspired him to write a string 
quartet), and read aloud from it. He tried to encourage a timid 
friend who, when Minna had already got over the worst of 
it, was dragged along by Brahms, stopped on the threshold 
and held his hands behind his back in obvious fear, by taking 
his own hands—after shaking both hands of the recovering 
young woman—and rubbing them together with his friend’s. 
He expressed his gratitude for a lyrical anthology, which the 
sisters had given to him as a memento, by dedicating to them 
both his Gesänge, Op. 6.9

In 1858, Louise, now living in Berlin, returned to her hometown 
of Hamburg for a visit. The Berlin violinist and composer Carl 
Witting (1823–1907) was coincidentally visiting Hamburg as 
well. According to his memoirs, Carl attended the same concert 
in Hamburg as Louise when afterwards, she insisted on bringing 
him to the family home for dinner. It was there he met the shy 
Minna, with whom he fell instantly in love.10 Minna married 
Carl Witting in 1860, and the couple settled in Dresden in 1861. 
They had five children, three of whom grew to adulthood: the 
mathematician Alexander Witting, the singer Agnes Witting, 
and the painter Walther Witting, who painted the portrait of 
Louise Langhans-Japha seen on the opposite page.

-------

It is not clear how Minna’s relatives ended up with Louise 
Japha’s Musik-Stammbuch, which contains an initial group 
of entries dated between 1851 and 1858, with two additional 
entries from Wiesbaden in 1903 and 1904.11 This beautiful 
bound autograph album was given to Louise as a gift.12 While 
some Stammbücher include drawings and text as well as musical 
excerpts, Louise’s is ruled with nine staves and designed for 
longer musical entries. Popular in the nineteenth century, music 
autograph albums were passed around among composers and 
musicians, who collected musical tributes from one another.13 
The three entries from Johannes Brahms in Louise Japha’s 
album (see Figure 1) are listed as sources in Margit McCorkle’s 
thematic catalogue of Brahms’s works14 with either Louise 
Japha, or Louise and Minna Japha designated as “Vorbesitzer.” 
Only Op. 3, No. 2 “Liebe und Frühling I” is part of the bound 
album. “Liebe und Frühling II” (“Ich muss hinaus”), Op. 3, 
No. 3, is written on a single unbound sheet of nine staves signed 
“B / Göttingen Juli 1853.” Interestingly, on the lower half of the 
back side of this sheet begins a fragment of another Lied, “Die 
Müllerin,” to a text by Adelbert von Chamisso (1781–1838), 
comprising 22 bars in E-flat minor.15 On a second loose single 
sheet, but with sixteen staves, is Brahms’s “Lied aus dem 
Gedicht / Ivan / von / Bodenstedt” (“Weit über das Feld”), which 
he would publish as Op. 3, No. 4. The sheet bears the dedication: 
“Fräulein Luise u. Minna Japha / zur freundlichen Erinnerung / 
an den / Componisten / B. – Düsseldorf October 53.” These two 
single autograph sheets were not unknown even to early Brahms 
scholars, as Florence May described seeing them years later:     

The young Kreisler was in the habit of presenting his 
manuscripts, and especially those of his songs, to intimate 
friends. Most of these gifts bear his boyish, affectionate 
inscriptions, some only the date and place of composition. 
“Göttingen, July, 1853,” is written at the end of an autograph 
copy of “Ich muss hinaus” presented at Düsseldorf to the 
Japhas. “Weit über das Feld” has a friendly inscription in his 
hand to the sisters. […] Touching pictures arise in the mind as 
one looks at these pages, some of them discoloured by time, 
of the young idealist with his girlish face and long fair hair 
sitting at his night toil, his soul whole and in his possession, 
his thoughts straining towards the early morning hours, the 
only ones of the twenty-four which he was certain of being 
able to devote to the loveliest inspirations of his muse. In the 
eager affection of the inscriptions is to be read his bounding 
joy at his release; in the devoted remembrance with which his 
gifts have been treasured may be perceived one of the qualities 
of his personality which he, perhaps, but little understood—
the power of attracting the abiding love of loyal friends.16

Julius Schäffer, Visitenkarte, Breslau. Image courtesy of the 
Brahms-Institut an der Musikhochschule Lübeck.
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Besides Brahms’s entries in the Japha music album in 
the Düsseldorf years are compositions from three young 
musicians: Albert Dietrich, Julius Otto Grimm, and Swedish 
singing teacher Oscar Lindhult.17 It should be noted that two 
entries in the album are from women composers. From a 
well-known Berlin family, pianist and composer Clara von 
Goßler (1827–1864) grew up in a home that was frequented 
by numerous artists, musicians, and writers. In a letter to her 
mother Mariane Bargiel, Clara Schumann wrote of a July 
1853 visit to Düsseldorf: “Yesterday a Fräulein v. Goßler from 
Berlin (who is coming here in October to study with me and 

Composer Title of Piece Date in Album Publication Date
Johannes Brahms 1833–1897 “Liebe u. Frühling” (Nr. 4) für 

Singstimme und Klavier
October 1853 Published as Op. 3, No. 2 in: Sechs Gesänge für 

eine Tenor- oder Sopranstimme mit Pianoforte-
begleitung, Leipzig, December 1853

Ole Bull 1810–1880 “Af Fjeldstuen” für Singstimme 
und Klavier
 

14 April 1851

Oscar Axel Frithiof Lindhult
1831–1907

“Wermlands-Visa” für Singstimme 
und Klavier

7 January 1854

Albert Dietrich 1829–1908 “Phantasiestück” Klavier-Solo 23 February 1854

Clara von Goßler 1827–1864 “Impromptu” Klavier-Solo 1 September 1855
Julius Schäffer 1823–1902 “Langsam” Klavier-Solo 24 July 1858
Carl Witting 1823–1907 “Mit Leidenschaft” Violine 10 June 1858
Auguste Leo 1823–1898 “Mein Geist ist Trüb” Lied für 

tiefe Stimme und Klavier
April 1858

Richard Ferdinand Wüerst
1824–1881

“Verrathene Liebe”  Duett für 
Sopran, Alt und Klavier

27 February 1858 Published as Op. 58, No. 2 of 4 Lieder für Soprano 
und Alto, Berlin 1872

Julius Otto Grimm 1827–1903 “Unruhe” (von E. Geibel) Lied für 
Singstimme und Klavier

19 Juli 1854 Published as Op. 7, No. 2 of Sechs Lieder für eine 
Singstimme mit Begleitung des Pianoforte, Leipzig 
1855

Wilhelm Goldner 1839–1907 “Ein Grab” Lied für hohe Stimme 
und Klavier

1 January 1858

Hermann Noetzel 1880–1951 “Aus Arkadien” Klavier-Solo 31 July 1904
Johannes Brahms “Lied aus dem Gedicht Ivan von 

Bodenstedt” für Singstimme und 
Klavier

Düsseldorf, October 
1853

Published as Op. 3, No. 4 in: Sechs Gesänge für 
eine Tenor- oder Sopranstimme mit Pianoforte-
begleitung, Leipzig, December 1853

Johannes Brahms “Liebe u. Frühling” II

NOTE: on the lower half of the 
back side begins a fragment of 
another Lied “Die Müllerin” von 
Chamisso – Lied fragment for high 
voice and piano; 22 bars; E-flat 
minor. 
The same text again a cappella as 
Op. 44, No. 5 but no resemblance 
to the same theme as above.

Göttingen, July 1853 Published as Op. 3, No. 3 in: Sechs Gesänge für 
eine Tenor- oder Sopranstimme mit Pianoforte-
begleitung, Leipzig, December 1853

Published as Die Müllerin. Liedfragment für 
Sopran und Klavier, edited by Joachim Draheim, 
Leipzig 1983

Edmund Uhl 1853–1929 “Einst!...” von Jenny Schnabl, 
Lied für Singstimme und Klavier

23 November 1903 Published as Op. 16, No. 2 of Vier Lieder aus 
“Versäumter Frühling” (Jenny Schnabel) für eine 
Singstimme und Klavierbegleitung, Leipzig 1904; 
also in Neue Zeitschrift für Musik, 8 June 1904

Figure 1: Entries in Louise Japha’s Music Album (listed in order of concert program Auf den Spuren der Pianistin Louise Japha:
Gesprächskonzert zum Musikalbum einer Brahms-Freundin in Freiburg, Germany, on 14 October 2023. Corrections made by the author.)

has rented a room here) came to see me.”18 Since Louise was 
also studying at the Schumanns, the two young women must 
have become acquainted then.19 Less is known about singer and 
composer Auguste Leo née Löwe20 (1823–1898), a member of 
the Berliner Singakademie in 1838, and a soloist beginning in 
1839. Auguste Löwe was included in the Mendelssohn circle 
of musicians, singing in Fanny Hensel’s “Sunday musicales” 
(Sonntagsmusiken). She sang in one particular Sunday concert 
of Die erste Walpurgisnacht on 10 March 1844 that composer 
and brother Felix attended—a large affair with Liszt and 
eight princesses also in the audience.21 Auguste dedicated her 
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Op. 2, Sechs Gesänge für eine Singstimme, to Felix 
Mendelssohn Bartholdy and herself received a dedication 
from Fanny Hensel née Mendelssohn Bartholdy (Op. 7, No. 1 
“Nachtwanderer”). Between 1855 and 1858, Louise Japha was 
included in the Franz Mendelssohn (1829‒1889) circle and gave 
regular concerts in Berlin; perhaps the three women crossed 
paths there. Close contact with women composers such as Clara 
Schumann or Fanny Hensel must have inspired these three 
young women in their creative endeavors. Other entries as seen 
in Figure 1—many of which are not known to be published—
include compositions from Ole Bull, Wilhelm Goldner, Richard 
Ferdinand Wüerst, Carl Witting, Julius Schäffer, Edmund Uhl, 
and Hermann Noetzel.22

It was to see this album for myself, and to hear all fifteen of 
its works performed, that I made the three-hour drive from my 
home in Wiesbaden down to Freiburg this past 14 October. A 
radio concert of some of the pieces in Louise Japha’s Musik-
Stammbuch was organized in the 1980s by Dr. Joachim 
Draheim, but this music album has never been available to 
the public. Now, however, thanks to Japha’s great-great-
grandchildren and The Centre for the Study of Manuscript 
Cultures (CSMC) at the University of Hamburg under the 
project director Dr. Janine Droese, the album is being digitized 
and will be available in August 2024 at this link: http://doi.
org/10.25592/uhhfdm.10771.

Carol Falling

Notes. 1. Margit L. McCorkle, Johannes Brahms: Thematisch-Biblio-
graphisches Werkverzeichnis (Munich: G. Henle, 1984), 9. See also 
George S. Bozarth, “Brahms Manuscript Discoveries,” this Newslet-
ter 1, no. 2 (Autumn 1983): 7‒8. 2. Writer, composer, and sculptor 
[Elisabeth] Bettina von Arnim née Brentano (1785–1859), wife of poet 
Achim von Arnim and sister of poet/novelist Clemens Brentano, friend 
of Goethe and Beethoven, first met Johannes Brahms in late October 
1853. She and her daughter Gisela were present at the Schumanns’ 
house in Düsseldorf when Robert Schumann, Johannes Brahms, and 
Albert Dietrich surprised Joachim with their “F-A-E” Sonata. Either 
as a Christmas present or out of gratitude for his Op. 3 dedication, 
Bettina sent Brahms a volume of poems by Novalis and her own song 
set, 7 Gesangstücke, in December 1853. 3. All translations by Frances 
Falling. Max Kalbeck, Johannes Brahms, 4 vols. in eight half-vols. 
(Berlin: Deutsche Brahms-Gesellschaft, 1904–14), 1/1:116. Brahms 
maintained this interest in art and artists, collecting artwork throughout 
his life. For more about Brahms’s lifelong interest in the graphic arts, 
see Styra Avins, “Johannes Brahms, Connoisseur of Graphic Arts,” 
in Rethinking Brahms, edited by Nicole Grimes and Reuben Phil-
lips (New York: Oxford University Press, 2022), 25‒55, and William 
Vaughan and Natasha Loges, “Visual Arts,” in Brahms in Context, ed-
ited by Natasha Loges and Katy Hamilton (Cambridge: Cambridge 
University Press, 2021), 286‒95. 4. Carl Ferdinand Sohn (1805–1867) 
was a recognized portrait painter and professor at the Düsseldorf Art 
Academy during 1838–1855 and 1859–1867. He was part of the wel-
coming committee that greeted the Schumanns upon their arrival in 
Düsseldorf on 2 September 1850. In 1853, Clara Schumann arranged 
for her portrait to be painted by Sohn as a surprise Christmas present 
for Robert. Unfortunately, due to water damage, the painting was de-
stroyed; only a photo of the painting remains at the Robert-Schumann-
Haus, Zwickau. 5. When writing that a “new force of music seeming 
to be emerging, evidenced by many of the most up-and-coming art-

ists of recent times” (hochaufstrebenden Künstler der jüngsten Zeit), 
Robert Schumann specifically identifies these artists in a footnote, in-
cluding Julius Schäffer among them. See “Neue Bahnen,” Neue Zeit-
schrift für Musik (28 October 1853), 185‒86. 6. Letter from Louise 
Japha to Julius Schäffer; Hamburg, 30 November 1852. Düsseldorf, 
Heinrich-Heine-Institut HHI.AUT.50.2336. “Als ich in Düsseldorf an-
kam, trag ich R: Schumann so leidend, daß er durchaus keine Musik 
hören, und nicht einmal mit Fremden reden konnte. Das war freilich 
ein schlechter Anfang für mich. Jetzt ist er aber so weit hergestellt, 
daß er das 3te Abonnementconcert (2t. Dec.) dirigiren wird; ein paar 
Mal hat er auch schon den Proben beigewohnt. Wir werden (denn mei-
ne Schwester und ich sind Mitglieder des Gesangvereines) in diesem 
Concerte eine neue Composition von Schumann aufführen, sie heißt 
‘Vom Pagen und der Königstochter’ und ist für Solostimmen, Chor 
und Orchester. So viel ich bis jetzt darüber urtheilen kann, finde ich 
es höchst anziehend, [doch mahnt es mich immer an Ihre Aussprüche 
über Sch: namentlich sind die Spohr’schen Manieren in diesem Werke 
wieder stark enthalten.] Der Concertsaal ist sehr schön und größer als 
unser Hamburger Apollosaal; es klingt darin gut, besonders wenn der 
Saal recht gefüllt ist, was bisher bei jeder Aufführung der Fall war. 
Schade, daß ein großer Theil des hiesigen Publikums gegen Sch: ist, 
und schon gleich mit bösem Vorurtheil jedes seiner Werke anhört; man 
kann wirklich oft die Geduld verlieren, wenn man hört, wie viele, sonst 
ganz gebildete Leute, gar keinen Begriff von Sch: haben, und immer 
ihren früheren Musikdirektor Hiller zurückwünschen, ‘der viel besser 
dirigiert, und viel liebenswürdiger ist, ein rechter Salonmensch.’ Sie 
können glauben, daß ich Sch: vertheidige, und diesen erbosten Fein-
den den gegenüber lobe ich ihn unbedingt, quand même. // Da Frau 
Schumann in den letzten 4 od. 5 Wochen auch zieml. bedenklich krank 
gewesen ist, so habe ich noch nicht viel von Beiden gehabt, doch ist 
ihre freundliche Gesinnung gegen mich dieselbe geblieben. Ein paar 
Mal habe ich unter ihrer Leitung Fugen von Bach gespielt. R: Sch: 
hat mit Ihnen in sofern dieselbe Ansicht in Bezug auf mich, daß er 
mir entschieden abrieth, theoretischen Unterricht zu nehmen (seine 
Frau hatte es anfänglich für wünschenswerth gehalten) er behauptete, 
es wäre mir genug, wenn ich meine musikalischen Versuche ihm zur 
Beurtheilung gäbe. […] Frau Schumann ist übrigens recht geeignet, 
die Schwachen aufzurichten, und die Traurigen zu erfreuen, sie ist so 
wohlwollend, besonnen, und hat stets guten Rath in musikalischen 
und andern Dingen bei der Hand, daß sie mir immer lieber wird.” 
7. Interestingly, we find the names of Louise Japha and Julius Schäffer 
together when Brahms writes to Clara Schumann, “I still have to tell 
you this priceless joke—Yesterday, when Grädener’s boys returned 
from Romberg’s concert, we asked them what Frl. Japha had played? 
‘Frl. Japha?—she didn’t play, a certain Madam Schäffer [did]!’ How a 
mere child can be malicious!” Letter from Johannes Brahms to Clara 
Schumann, Hamburg, 25 November 1854, in Johannes Brahms: Life 
and Letters, Selected and Annotated by Styra Avins. Translations by 
Josef Eisinger and Styra Avins (Oxford: Oxford University Press, 
1997), 71. From the tone of Japha’s letter, one could speculate that 
she had a romantic interest in the young Schäffer, particularly since 
her next place of residence was Berlin. 8. “Alles kommt mir ange-
nehm und schön vor, wozu die stete Gesellschaft meiner Schwester 
einen guten Theil beitragen mag. Aber abgesehen davon, hat es doch 
einen eigenen Reiz, in einer Künstlerstadt zu wohnen; die Elite des 
Publikums besteht aus Künstlern, freilich meist Malern, und dadurch 
macht ein ganz andrer Geist in den hiesigen Kreisen, als z.B. bei uns, 
wo immer und ewig die Börse der Mittelpunkt alles Treibens ist.” 
9. Kalbeck, op. cit., 118. 10. An excerpt from these memoirs was read 
by the great-great-granddaughter of Carl Witting during the concert 
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Auf den Spuren der Pianistin Louise Japha: Gesprächskonzert zum 
Musikalbum einer Brahms-Freundin in Freiburg, Germany, on 14 Oc-
tober 2023. 11. The 45-year gap is as yet unexplained, although we 
know that Louise Japha married Wilhelm Langhans in 1858, which 
is when the entries stop for a time. 12. For physical details of the mu-
sic album, see Janine Droese and Karsten Helmholz, Music Album of 
Louise Langhans (née Japha), Private Collection, Freiburg, 1851–
1904, 2002, http://doi.org/10.25592/uhhfdm.10771. 13. For more in-
formation on music albums, see Henrike Rost, Musik-Stammbücher: 
Erinnerung, Unterhaltung und Kommunikation im Europa des 19. 
Jahrhunderts (Vienna: Böhlau Verlag, 2020); Oliver Huck, “Album-
blätter für Klavier – Manuskripte und Kompositionen im 19. Jahr-
hundert,” Archiv für Musikwissenschaft 75, no. 4 (2018): 244–77, and 
Janine Droese, “Fanny Mendelssohn Bartholdys ‘Musikbuch’ im Kon-
text der Musikalben des 19. Jahrhunderts,” in Mendelssohn-Studien: 
Beiträge zur neueren deutschen Kulturgeschichte 22, edited by Ro-
land Dieter Schmidt-Hensel and Christoph Schulte (Hanover: Wehr-
hahn, 2021), 145‒71. 14. See McCorkle, op. cit., 9. 15. See McCorkle, 
op. cit., 679‒80. The 22-bar fragment is listed as “Die Müllerin,” a 
text also used in Brahms’s Op. 44, No. 5. For a modern reconstruction, 
see Johannes Brahms, Die Müllerin. Liedfragment für Sopran und 
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In later years no request or question was ever turned down. 
I made a number of visits to the Brahms-Institut, now in the 
lovely new home just outside the old city, and with my husband, 
who also had the pleasure of meeting Kurt.

My interaction with Kurt and then with Renate Hofmann are 
among the highlights of my life.  

                             Styra Avins

As a doctoral student in summer 1984, I was honored to be 
invited to Kurt and Renate Hofmann’s home in Hamburg. The 
conversation was lively, as they brought out one treasure after 
another, culminating in the writing map that the Hamburg Or-
chestra gave Brahms in observance of his 56th birthday, part of 
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Editors’ Notes
The editors thank Dr. Teresa Cäcilia Ramming for allow-

ing us to use her photo of Kurt Hofmann on p. 5 and on the 
Society’s website. We are also grateful to the contributors to 
this issue. Heather Platt is the Sursa Distinguished Professor of 
Fine Arts at Ball State University. She is the author of Lieder in 
America: On Stages and In Parlors and co-editor, with Peter H. 
Smith, of Expressive Intersections in Brahms. Her articles on 
lieder performances in 19th-century America have appeared in 
American Music and the collected volume titled German Song 
Onstage. Platt’s publications on Brahms’s lieder have appeared 
in such publications as Brahms and the Shaping of Time and 
The Journal of Musicology. She currently serves as the Digital 
Reviews Editor for Nineteenth-Century Music Review.

Carol Falling, MA Music Education, University of Illinois 
at Urbana-Champaign, lives and researches in Wiesbaden, 
Germany. As Stadt-Historikerin, Carol was again selected to 
research an aspect of the history of Wiesbaden. Her first book 
and film project, Wiesbadener Komponistinnen: Schicksale und 
Erfahrungen, explores the music and lives of four female com-
posers who lived and worked in the spa town of Wiesbaden, 
including Louise Langhans-Japha. Her latest project explores 
35 composers who resided for a time in Wiesbaden, includ-
ing Johannes Brahms, Joachim Raff, Richard Wagner, Edward 
MacDowell, and others. Carol is currently a board member of 
the Brahms-Gesellschaft Wiesbaden-Rheingau.

Applications for an ABS Publication Subvention are due to 
Ryan McClelland by 15 August; see our website for details.

Theodor Kirchner’s Nachlass. I visited them three times after 
their move to Lübeck, reveling in their stories—which Kurt told 
with unbridled exhuberance—including updates on the restora-
tion of Schloss Altenstein, where Brahms enjoyed happy days 
in 1894 and 1895. With wonder I heard about the guidebooks 
they had acquired for Italy, copies of the books Brahms himself 
had used, and in which they had painstakingly transcribed the 
composer’s markings from his own copies in the Archive of 
the Gesellschaft der Musikfreunde in order to experience the 
country through Brahms’s eyes. Kurt proudly showed me how 
he had reconstructed one ornate tile of an elaborately decorated 
ceramic heating oven that once stood in the foyer of Schloss 
Altenstein, choosing from among hundreds of shards he had 
found in a cistern on the property. The opening of the Brahms-
Zimmer in the Schloss on 7 May 2017 was the culmination of 
20 years of work by Kurt and Renate.

Such labors of love mirror their scholarly projects, includ-
ing Kurt’s inventory of Brahms’s library and timeline of his life 
and work, Kurt and Renate’s chronology of his concerts, and 
many more publications at the heart of our personal libraries.

I share one further touching act of friendship: When my 
wallet was stolen, and with it a prized facsimile of Brahms’s 
visiting card (an admission ticket to the Brahms-Museum 
Mürzzuschlag), the Hofmanns replaced it, also sending along 
an original visiting card of Julius Spengel in its original enve-
lope—simply because they knew that I would treasure it.

Rest in peace, dear colleague and friend. We will miss you.
Valerie Goertzen

“Remembering Kurt Hofmann,” continued from p. 10
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