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Brahms and Billroth

In the l9th century, Germany produced two titans
whose lives and work summed up an era and launched
another: Theodor Billroth, whose achievements as a
surgical investigator, pathologist, and educator shaped
the course of modern surgery, and.Johannes Brahms,
who was described by Robert Schumann as a composer
"chosen to express the most exalted spirit of the times in
an ideal manner." The friendship between Billroth and
Brahms was more than an interesting historic anecdote.
It symbolized a common struggle of the Romantic age in
the worlds of science and art.

Of the two, Billroth was the senior, and like Brahms, a
north German. Born in 1829 on the island of Rtigen in
the Baltic Sea, the son of a Lutheran minister, Billroth
grew up in Greifswald, where his family moved in 1834
after the death of his father. Although a mediocre stu-
dent in his early years, Billroth demonstrated great mu-
sical talent. He was later to write that his love for music
was his greatest distraction from his school studies. In-
spired by his talent as a pianist, Billroth first determined
to make music his career. Only the opposition of his
family persuaded him to enroll as a student of medicine
at the local university in 1848. When Wilhelm Baum, a
professor of surgery and family friend, accepted the
Chair of Surgery at the University of Gottingen, Billroth
joined him there. A musical highlight of his student
years at GOttingen was the visit ofJenny Lind. When she
performed there in 1850, Billroth met her and accom-
panied her on the piano. The intense musical interest he
would demonstrate throughout his life is evident in the
account of the Lind visit which he wrote to his mother.

In 1851, Billroth transferred to the university in Ber-
lin, where the faculty was world renowned, fbr his last
year of medical school. After graduation, he opened an
office in general practice in Berlin; soon after his surgi-
cal career was launched by an invitation to take an assis-
tantship in the clinic of Bernard Rudolph Conrad von
Langenbeck, professor of surgery. Billroth married
Christel Michaelis, the daughter of a deceased court
physician, in 1858. The same year saw the publication of
pathologist Rudolph Virchow's important volume Cellu-
lar Pathology, which affirmed that diseases are localized

Theodor Billroth, 1890

to specific tissues and, by implication, may be surgically
curable in many instances. The following year, Billroth
was offered the professorship in surgery in Ztirich be-
cause of his impressive publications in surgery and pa-
thology and for his reputation as an outstanding
teacher. In Ztirich, Billroth's greatest achievement was
his textbook Surgical Pathologl and Therapl, which was to
bring him worldwide fame. His emphasis-that surgical
therapy must evolve from an understanding of the pa-
thologic mechanisms of disease-aligned surgery with
the advances being made in histopathology during the
nineteenth century.

Although Billroth's professional responsibilities were
great, he still managed to find time to play the piano and
violin and to become involved in the musical life of
Zilrich. He became the first musical reporter for the lo-
cal newspaper, and also studied the viola and composed
chamber works, none of which he regarded very highly.

(contmued on next page)
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(Brahms and Bil lroth, continued)

Bil lroth first met Brahms in Ziir ich in 1865, a year
that in both medicine and music marked the end of one
age and the beginning of another: GregorJohann Men-
del f irst enunciated his laws of heredity, Joseph Lister
began his clinical investigation on the use of carbolic
acid, and Richard Wagner's opera Tristan und Isolde, a
work that stood at the summit of romanticism and at the
same time ushered in the beginning of a new era in mu-
sic that would lead to the atonality of the twentieth cen-
tury, had its premiire. Bil lroth and Brahms probably
first encountered each other at the home of the com-
poser Theodor Kirchner, with whom Brahms often
spent evenings during his visits to Zririch, talking and
playing music with some of the city's resident musicians.
Billroth was sufficiently proficient on the viola to partici-
pate in private performances of Beethoven's quartets
and Brahms's first string sextet, and was also a good
sightreadet on the piano. In a letter to his friend Profes-
sor Wilhelm Lribke of Stuttgart, Billroth made his musi-
cal preferences clear:
Brahms arrived here a few days ago. This morning he and
Kirchner played some of Liszt's symphonic poems on two pi-
anos, Horrible music! We purged ourselves with Brahms's new
sextet [in G major, Op. 36f thai had just come out. Brahms and
Kirchner played it as a duet.
On another occasion Billroth was involved in arranging
a private hearing of Brahms's D-major Serenade, engag-
ing an orchestra and sending many telegrams to be sure
that the score would arrive and that anyone interesred
would be allowed to join the audience, as Brahms re-
ported to Clara Sihumann. From his early letters to
Brahms, it is clear that the admiration Billroth had for
the musical genius of Brahms was fundamental to their
friendship, and that Billrotll understood the music of
Brahms both intellectually and instinctively.

In 1867, Billroth received an opportunity that was to
be the crown of his illustrious career: an appointment to
the prestigious Chair of Surgery at the University of Vi-
enna. He was only thirty-eight years of age, but was al-
ready an established clinical surgeon, investigator,
teacher, and scholar. Vienna was to provide an ideal set-
ting for the innovative side of his genius. In Vienna, a
society was forming that broke away from Germanic tra-
dition, borrowing from several sources and creating a
character of its own. In 1837 the first Austrian railway,
the Kaiser Ferdinand Nordbahn, opened. This was a pi-
votal event in the history of Vienna. A vast network of
transportation was thereby added to the traditional pat-
tern of river and road travel, making the city an even
more important gateway to and from eastern Europe.
The young conservative Hapsburg emperor FranzJosef
provided an element of stability to an empire that was to
meet inevitable decline. During his reign, which was to
last almost seventy years unti l his death in 1916, the
population of Vienna grew from 350,000 to rwo million
and the city became a modern metropolis. The medieval
ramparts were demolished, and the old open glacis and
parade grounds were absorbed into the broad, stately
Ringstrasse. The imposing neo-Renaissance buildings

which lined this avenue symbolized the increasing influ-
ence and affluence of the middle class, which was re-
placing the old aristocracy as patrons of music, poetry,
and painting. The jewels of the new Ringstrasse were
the Court Theater and the Court Opera. Just one block
off the Ring rose the new concert hall of the Gesellschaft
der Musikfreunde. In medicine, as well, changes were
underway. The original eighteenth-century hospital
buildings were expanding rapidly, and the great tradi-
tion of medicine that they embodied was beginning to
find new vitality.

At first, the atmosphere df Vienna and the clannish-
ness of its citizenry required Billroth to make some ad-
justments. However, he soon became firmly attached to
his new city, and the process was aided by his immersion
in the cultural life of Vienna and, in particular, by his
renewed friendship with Brahms. On I December 1867,
Billroth was present at the premidre performance of the
first three movements of the German Requiem in the
hall of the Gesellschaft der Musikfreunde, an organiza-
tion with which Billroth had already associated himself.
He also took great interest in Brahms's cantata Rinaldo,
based on a poem ofGoethe.

The year l87l marked the beginning of the most pro-
ductive period in Billroth's career as a surgeon and edu-
cator. His first major endeavor in surgery of the alimen-
tary tract, the area with which his name is forever
linked, was for carcinoma of the esophagus. He sought
to palliate esophageal cancer through resection of the
diseased segments. After testing the feasibility and ana-
tomic consequences of the procedure in dogs, Billroth
concluded that he was justified to undertake this opera-
tion upon a human. The first esophagectomy was per-
formed in 1877 by Vincenz Czerny, a student of Billroth
and his associate in the development of the laboratory
model.

It was also in the year l87l that Brahms, at the urging
of Billroth, finally took up permanent residence in Vi-
enna, in the apartment at Karlsgasse 4 which he occu-
pied for the rest of his life. Like his fellow northern Ger-
man, Brahms was attracted to Vienna by the
opportunity to create new meaning for a rich tradition.
And like Billroth, Brahms refused several appointments
in Germany and instead remained in Vienna.

During the 1870s the friendship between Billroth and
Brahms deepened. The home of Billroth, a true Bieder-
meier musical salon, became the testing place for most
of the new chamber works of Brahms. Aside from the
court opera (the only musical enterprise supported by
public funds), all expression of musical life in Vienna
was dependent upon private initiative; and it was rich
indeed at that time, when highly trained and sophisti-
cated amateurs such as Billroth played side by side with
professionals. To Billroth's musical gatherings came the
prize musicians of Vienna, among them Anton Rubin-
stein, Hans von Biilow, and the critic Eduard Hanslick.
Billroth was also often the first to review the manu-
scripts of major new orchestral compositions by Brahms,
who would send them to him for his critical assessment.
Brahms recognized Billroth as the possessor of a scien-
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tific intellect coupled with an impulsive artistic tempera-
ment. Indeed, Billroth was one of the few friends of
Brahms to occupy a plane of brilliance and achievement
equal to his own.

In 1872, Brahms invited Billroth to come to Baden-
Baden to hear his Triumphlied, composed to celebrate
the German victory in the Franco-Prussian War.
Brahms's strong sense of German nationalism was
shared by Billroth, who had served on the German front
in the hospitals of Mannheim and Weissenberg, and
who later published his surgical letters from the war in
book form. Of Brahms the conductor. Billroth wrote:
Brahms...has achieved incomparably fine performances, and
receives the fullest recognition from all who take art earnestly.
His Triumphlied, given with organ and an immense chorus,
produced a marvelous effect... it is monumental music.... At
the last concert Brahms ventured upon one of the most diffi-
cult of Bach's cantaras, composed to Luther's text, "Christ lag
in Todesbanden,:'which had never before been performed [in
Viennal. The Viennese accepted this with amiability from such
a favorite as Brahms. Two unacconrpanied folksongs rvhich
came next...awakened such a storm of applause, however, that
one almost felt afraid the house would fall in. The old King of
Hanover was almost beside himself with musical intoxication.
One becomes quite drunk with the beautiful quality of sound
produced by this choir, whose increase and decrease...are car-
ried on l ike those of one voice...
The performances which Billroth describes occurred
under the auspices of the Gesellschaft der Musik-
freunde, of which Brahms had become artistic director
in 1872. In this position, Brahms would challenge the
tastes of Vienna by performing unfamiliar music of

great historic importance. Although the music of Bach
and Handel had been played in Vienna before his ten-
ure, the performances of their works by Brahms helped
the Viennese public gain deeper appreciation of these
masters of the Baroque era.

The following year Billroth received an extraordinary
tribute from Brahms, the dedication of the two String
Quartets, Op. 5 I . "I am in the act of publishing...a string
quartet," Brahms wrote to his friend. "It is not only the
affectionate thoughts of you and your friendship which
prevail upon me to dedicate this to you. I just happened
to think with such pleasure of you as a violinist and sex-
tet player..." Billroth was to reflect later on the dedica-
tions of these chamber music masterpieces in a letter to
Professor Theodor Wilhelm Engelmann of Utrecht, to
whom Brahms dedicated his third string quarrer:
I am afraid these dedications will keep our names in memory
longer than the best work we have done; for us, not very com-
plimentary, but beautiful for humanity, which, with the right
instinct, considers art more immortal than science. It is a hu-
man fact that love weighs more than great respect.

During the ensuing years, Billroth was'almost always
present at the premieres of Brahms's new orchestral
works, and often he attended the rehearsals as well.
Brahms treasured the support of such a friend:
I don't exactly want to say that my bit of composing is nothing
but a troublesome chore, a continuous irritation, and that
nothing better will come; but you cannot imagine how beauti-
ful and heartwarming it is to sense a sympathy like yours. In
such a moment one realizes that this is the best part of compos-
ing and all that is connected with it.

The decades of the 1870s and 1880s saw major tr i-
umphs for both men. In 1873, Bil lroth performed the
first successful total laryngectomy and, in conjunction
with Viennese instrument makers, undertook the task of
creating a prosthesis which would make speech possible.
Later in the decade, he began research which culmi-
nated in his most famous achievement, resection of the
stomach to treat carcinoma of the pylorus (the opening
between the stomach and the intestine). After observing
the results of laboratory studies on animals and an ex-
haustive review of autopsy findings of patients with car-
cinoma of the stomach by two of his students, Bil lroth
approached gastric resection for the first t ime in 188 l.
The operation was successful (and the stomach is pre-
served to this day at the Josephinum Museum in Vi-
enna). In 1885 Bil lroth pioneered a second technique of
gastric resection. The twt-r procedures he developed re-
tain the name of their originator to this day and are
known as the Bil lroth I and Bil lroth II. For Brahms
these decades saw the completion of his four sympho-
nies, the Haydn Variations, two overtures, a vioiin con-
certo and a second piano concerto, two sets of piano
pieces, a series of chanrber music masterworks, and nu-
merous choral compositions, r,ocal quartets and duets,
and songs. Both men received official recognition for
their achievements: for Bil lroth, an appointment as Im-
perial and Royal Aulic Counsellor and Professor, Presi-
dent of the Imperial and Royal Medical Association of
Vienna, and an appointment to the Austrian House of

(continued on next page)



(Brahms and Billroth, continued.\

Lords; for Brahms, an honorary doctorate from the
University of Breslau, the coveted Order of Leopold,
bestowed by emperor FranzJosef, and the "Freedom of
the City" from Hamburg.

In later years, problems arose in the friendship of
Brahms and Billroth that were essentially unrelated to
music. Billroth, always neat and dignified as would befit
a surgeon of his stature, at times became annoyed with
Brahms's often abrasive and slovenly manner. On the
other hand, Brahms, who was so proud of his collection
of original manuscripts by Mozart, Haydn, and Schu-
bert, among others, was appalled to learn that Bil lroth
had cut the tit le and dedication off the Oous 5l manu-
script Brahms had given him in order to mount it with a
photograph of Brahms. The composer had further
cause to take offence when Hanslick mistakenly allowed
him to see'a letter in which Bil lroth declared that
Brahms as an individual suffered from the conse-
quences of .a meager education, a particularly sore point
for Brahms

In 1887, Billroth fell dangerously ill with pneumonia.
Although he recovergd, he no longer seemed quite the
same to Brahms. As late as 1889. in a letter to Clara
Schumann. Brahms wrote that it made him uncomfort-
able to look at his friend; his vitality seemed gone and
his usual forceful manner unnatural. Brahms, always in
fear of threats to his emotional equanimity, confronted
illness and physical pain with a forced detachment.

In November 1892, a final break in the relationship
occurred. Brahms was asked to play his new piano
pieces, Opus I 17, at Billroth's home. He at first objected
to going to the piano and then, once there, played some-
thing else. Billroth, now in poor health and less tolerant
than in the past, resented the behaviour Brahms dis-
played:
If he had only said "I am not disposed to play this evening," all
ofus would have understood and I would not have requested
him to do so, but these manners are not to be borne.... He re-
ally makes it very difficult for one to keep on loving him.
It was the last time Billroth saw Brahms in his home.
Billroth was deeply hurt by this break.

On 6 February 1894, Billroth died in Abbazzia on the
Adriatic Sea. Of his late friend, Brahms wrote to Max
Kalbeck, "Billroth was attracted to my music at a time
when most people did not wish to hear any of it; this
friendship has been a gift of fortune and his warm en-
thusiasm has become a necessity to me." To the poetJo-
seph Widmann he wrote:
Billroth had all the qualities, great and small, to ensure popu-
larity. I wish you could witness as I do what it means to be
loved in Vienna,..others don't wear their hearts so openly; they
don't show their love as warmly as they do here, and I mean
the best of them...the real people, those occupying the
cheapest seats in the theater.
[Billroth's] popularity extended beyond the borders of his
adopted country. He entertained many surgeons and patients
from other lands. He saw to it that they were entertained in the
tradition of his great city. He was a great eater, lover of good
wine, smoker of good cigars.

What is to be made of the lives of these two men. en-
gaged in such different disciplines and seemingly united
only by the bond of music? Historically, Billroth occu-
pies a place in surgery not unlike the position occupied
by Brahms in music. He consolidated, as no other figure
of his time did, the modern role of the surgeon. Just as
Brahms took the classical forms he inherited from
Haydn, Beethoven, and Schubert, and infused them
with .the spirit of late nineteenth-century romanticism,
Billroth brought new-found achievements in anesthesia,
antisepsis, and, most importantly, the study of pathol-
ogy into the modern surgical-era. It marked the end of
one historical period and the beginning of another.

Both Billroth and Brahms understood their roles in
history. They knew their own importance, but also knew
that they were very much carried on the shoulders of
those who had preceded them. They could at once look
forward and backward with understanding and vision.
They symbolized the Romantic Age in science and art. It
was a period in history when individualism was cher-
ished, but also one in which man was seen as evolving
from past civilization. The main challenge of romanti-
cism was not to flee from the problems of human exis-
tence, but to solve them; not to eradicate them by
dreaming, but to establish human identity. The spirit of
romanticism was based upon action and a sense of com-
munity and history. The boundless energy Billroth had
for surgical science exemplified this era. Even his love of
music found expression in profound study and active
participation. He was never content to be only a per-
former in surgery or music. Music and surgical science
were not disparate sides of his intellect. He believed that
fantasy was the source of both science and art. To
Brahms he once wrote:
If the investigator cannot imagine what he wants to investigate,
if he, at the beginning, has only a very sketchy idea of the im-
portance of what he wants to do in research, he stays an ap-
prentice ofscience and never gets to be a master. I have never
known a great man in research, be it personally or be it from
his biography, who is not essentially an artist with a rich fan-
tasy and childlike sensibility. Now I see it: I have again arrived
at my hobby-science and art spring from the same source.

Although different in outward appearance and per-
sonality, Brahms and Billroth were drawn together in
the more profound struggles in art and science of the
l9th century. These struggles were conveyed by Brahms
in music that continues to speak with renewed meaning
to our modern world. Brahms created his music with al-
most scientific self-control and discipline, qualities that
must have been extremely appealing to Billroth.

Brahms, like Billroth, had broad, far-reaching inter-
ests. Gaps in his education were filled by persistent pri-
vate study. His library was evidence of the breadth of his
interests. Religious, scientific, philosophic, aesthetic, his-
torical, and political works stood side by side with vol-
umes of poetry. Numerous marginal notes speak of the
level of involvement that Brahms brought to his read-
ing. This probing interest in art and science encouraged
contact with respected people, such as Billroth, from the
various professions. His often difficult personality re-
flected a conflict between romantic expressivity and ex-



rraordinary discipline, a conflict which was tangible and
dramatic in his music. Like Billroth, he was driven by
both "fantasy" and "obedience to law."

Brahms and Billroth examined everything they did
with relentless severity. No indifferent work left their
hands. As a surgeon, Billroth was noted for his unprece-
dented degree of self-discipline and statistical analysis.
His greatest achievements in the field of surgery were
characterized by their arduous scientific evolution from
the pathologic and animal laboratories to the operating
theater. Brahms and Billroth accepted no truth second
hand. For the dynamic age in which they lived and for
ages yet to come, they reassessed, reapplied, retested,
and reformed the heritage in surgery and music to
which they gave their lives. The words Brahms under-
lined in his copy of Goethe's Theory of Color serve as a
testament to both men: "We are only original because
we know nothing."

Daniel F. Roses. M.D.. F.A.C.S.

New Schumann Edition
The Robert-Schumann-Gesellschaft of Dtisseldorf

has announced firm plahs for a new critical edition of

the complete works of Robert"Schumann. The Kon-
ferenz der Akademien der Wissenschaften, which offi-
cially sponsors the other Gesamtatsgaben in progress in

West Germany (for Bach, Gluck, Haydn, Mozart,

Schoenberg, Schubert, and Wagner), approved the

Schumann project as of I January 1986. A research cen-

ter (the Robert-Schumann-Forschungsstelle) has been
set up in Drisseldorf; it shares quarters with the Schu-
mann-Gesellschaft (BilkerstraBe 4-6, D-4000
Drisseldorf l, BRD). Professor Wolfgang Niemoller is

the director of the center, which is staffed by Dr. Bern-
hard Appel and Dr. Irmgard Knechtges-Obrecht. The
editor-in-chief of the new edition is Professor Akio Ma-
yeda (Ztirich). An international editorial council in-

cludes Dr. Martin Schoppe, Director of the Robert-
Schumann-Haus in Zwickau, DDR, and Professor Rufus
Hallmark, Queens College, CUNY, among others. The
edition already has the support of the Deursche For-
schungsgemeinschaft and of the Deutsche Bank. Schotts
Sohne (Mainz) will publish the edition.

The edition will be organized into seven sg1[s5- e1-
chestral works, chamber music, piano music, stage and
choral works with orchestra, other choral works, songs,
and writ ings, plus supplement-and wil l be published in
approximately fifty volumes, with the year 2005 as the
projected date of completion. The Research Center, es-
tablished in 1985, has already begun to catalogue the
complete published and unpublished works of Robert
and Clara Schumann, to locate all sources, to collect cop-
ies of those sources crucial to the edition, and to develop
guidelines for the edition. Professors Mayeda and Nie-
moller have begun to assign volume editors. lnterested
and qualified prospective editors should make them-
selves known to a member of the editorial board.

Rufus Hallmark

Brahms on Record
The age of recorded sound extends back tantalizingly

close to the era of Brahms. Had he l ived another dec-
ade, or had recording technology come into widespread
use a few years earlier, the aural record of Brahms play-
ing his music might be as rich as the visual record of his
person. As is generally known, Brahms did make one re-
cording, but this performance remains an elusive affair,
despite the recent efforts of recording technicians and
computer experts to eliminate the extraneous surface
noise. Fortunately, artists of the next generation, includ-
ing a number who had encountered Brahms and his
music first-hand, fared somewhat better, bequeathing to
us a sampling of performances which tell us much about
how Brahms's music was played in his day.

Two recent articles, written independently of each
other, have reopened the topic of the Brahms record-
ing. In a report "On the Re-issue of the Only Existing
Sound Recording of Johannes Brahms by the Phono-
grammarchiv," published in theJuly 1984 issue of Pio-
nographic Bulletin, Helmut Kowar, Franz Lechleitner,
and Dietrich Schiiller of the Phonogrammarchiv of the
Austrian Akademie der Wissenschaft outline the history

of the Brahms cylinder and its subsequent transfers, and
recount their own efforts in 1983 to prepare a new
transfer; and in "Brahms, by Those Who Knew Him,"
released last August in OPUS, Will Crutchfield makes
the first serious attempt in print to study the Brahms
performance and to survey the available recordings of
Brahm_s's music by members of his circle.

The Brahms cylinder was recorded by Theo Wange-
mann on Edison equipment in December 1889 at the
home of Brahms's Viennese friends Richard and Maria
Fellinger. Wangemann had been dispatched by Edison
to travel about Europe recording the voices of famous
people. By November 1889 he had made his way to Vi-
enna and set up a demonstration in the Grand Hotel.
Brahms visited the exhibit with the Fellingers and, as the
Fellingers' son Richard recalled in his memoirs, Kkinge
um Brahms, he was completely taken with the invention.
On the photograph of himself which he gave to Wange-
mann. Brahms wrote: "Der Ton ist von der Erde nicht."
To Clara Schumann he reported:
We are now living here under the sign of the phonograph, and
I have had the opportunity of hearing it often and pleasantly.
You will have read enough about the new wonder or had it
described to you; it is like one is experiencing a fairy-tale. To-
morrow evening Dr. Fellinger will have it at his home-how
agreeable it would be if you could be sitting there with us-
circumstances permitting." (Litzmann 553)
Present at the Fellingers that evening were also Max
Kalbeck and the music critic Eduard Hanslick, among
others. According to Richard Fellinger, Wangemann
asked to record Brahms's playing, and to that end the
composer returned to the Fellinger's home one after-
noon a few days later. At first Brahms was agitated and
refused to play. Then suddenly he sat down at the piano
and wanted to begin, before all the preparations neces-
sary for making a good recording could. be completed.

(contmued. on next page)
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(Brahms on Record, continued)

After playing two selections-excerpts from his own
First Hungarian Dance (bars 105 to the end) and from a

Josef StrautJ polha 7n6211v-ivv16 the ill-prepared equip-
ment, Brahms could not be persuaded to repeat his per-
formances. (The StrauB piece was first transcribed by
Helmut Kowar and distributed at the 1983 Interna-
tional Brahms Congress in Vienna, where Clemens
Hoslinger, a participant in the conference, identified it
as the "Libelle.") Thus, right from the beginning the cyl-
inder was less than perfect. Wangemann left it with the
Fellingers, who reportedly played it often over the
years.

Of the first attempt to transfer the cylinder, Kowar,
Lechleitner, and Schril ler report :
In 1935 Dr. Fritz Bose, then researcher at the lnstitut ftir
Lautforschung der Universitat Berlin, ried to re-record the
cylinder with t-he technical possibilities of that time. After some
experiments he decided not to use an electric pickup, but to
play the cylinder on an early phonograph while the signal was
picked up by a microphone placed into the horn and directly
cut onto a gramophone disc. The reqord company Lindstrom
added a spoken comment and released a limited edition of this
record. The cylinder itself went to the PreuBische Staatsbiblio-
thek.
The various versions of the Brahms recording found in
sound archives and on commercial recordings probably
all stem from the Bose transfer.

Bose described his efforts in an article "Die einzig
Schallaufnahme von Brahms," . published in Musica
Schallplatte l/3 [1958]: 33-35. Here he reported that
since the end of the Second World War the original cyl-
inder had been lost. The investigations of the Austrian
group, however, turned up the cylinder right where it
had been left, in the PreuBische Staatsbibliothek, now
the Deutsche Staatsbibliothek, Berlin/DDR. In June
1983, the cylinder was transported to Vienna and at-
tempts at a new transfer were made. Unfortunately,
these proved fruitless, for over the years the cyclinder
had been severely damaged. The Austrian technicians
speculate that sometime after Bose made his transfer
someone tried to play the cylinder again and inadver-
tently activated the shaver, making the grooves ex-
tremely shallow, causing cracks, and even breaking off a
piece at the beginning of the cylinder.

Abandoning their efforts with the original cylinder,
the Austrian technicians turned to an early acetate
transfer they had located in the estate of Ludwig Koch,
head of the Lindstrom firm in Germany unti l 1936 (this
recording is now owned by the Brit ish National Sound
Archive, London). This disc was probably made at the
same time as Bose's first transfer. and since the Austrian
team was unable to trace the original Bose disc, they
used the Koch transfer as the next best source. In 1983,
on the occasion of the sesquicentenary of Brahms's
birth, the Phonogrammarchiv released the results of its
research on a 45-rpm recording entit led 'Johannes
Brahms und sein Freundeskreis" and containing, in ad-
dition to the brief Brahms performance, verbal com-
ments by several members of the Brahms circle (Richard

Heuberger, Josef Giinsbacher, Ignaz Bnil l, Julius Ep-
stein, Eusebius Mandyczewski, Alfred Gninfeld, Her-
mann Gridener, Theodor Leschetizky, and Anton
Door), all recorded in 1906-07 (PHA EP 5). The
Brahms performance actually appears twice on this disc,
the first a direct transfer of the Koch disc, the second a
digital enhancement of it, with much of the unwanted
noise eliminated. This recording now joins two others
released in recent years and cited by Crutchfield, one is-
sued in 1977 by the International Piano Archives on vol-
ume I of its series "Landmarks of Recorded Pianism"
(IPA I17, with l iner notes byCregor Benko), the orher
in the anthology "The Pupils of Clara Schumann"
(Pearl, CLA 1000, with extensive annotation byJerrold
Northrop Moore).

If anything, the Phonogrammarchiv's direct transfer
of the Koch disc is less clear than the IPA and Pearl re-
cordings. On the other hand, with surface noise elimi-
nated, the digitally enhanced transfer is at times more
informative than earlier efforts, though to gain a com-
plete impression of the Brahms recording, one should
listen to the unenhanced versions as well. The two Aus-
trian transfers are also slightly longer, for they contain
more of the spoken remarks at the beginning, thus al-
lowing the disagreement about what is said and who is
speaking to be settled once and for all. Traditionally
these remarks have been attributed to Brahms and tran-
scribed as a mixture of German and English: "Grtif3e an
Herrn Doktor Edison. I am Doktor Brahms..Johannes
Brahms." Such a transcription would seem reasonable,
iri tight of Wangemann's commission from Edison. But
the Phonogrammarchiv transfer suggests a rather dif-
ferent reading: "December 1889, im Haus von Herrn
Dr. Fell inger, bei (by?) Herrn Dr. Brahms, Johannes
Brahms!" (This reading is the one given in the notes to
the Phonogrammarchiv disc, except that the clearly au-
dible word "Herrn" has been added before "Dr. Fel-
linger.") The remarks in the high-pitched voice must
now be attributed not to Brahms, but rather to Theo
Wangemann. (In his memoir, Richard Fell inger stated
that Wangemann had spoken first, but thar Brahms had
interjected "gespielt von Frau Dr. Fellinger!" This is not
the remark one hears on the Phonogrammarchiv trans-
fer.) Moreover, the date of the Brahms recording, tradi-
tionally given as November 1889. (on the basis of
Brahms's letter to Clara Schumann?), must be moved
into the early part of the next month.

Writers before Crutchfield have concluded that the
Brahms recording is of such poor quality as to have no
musical interest. Yet repeated listenings do yield in-
sights, as Crutchfield maintains and as the present
writer, working from both enhanced and unenhanced
versions, can confirm. The sound, though dim, is fullbo-
died, the performance fiery and bass-rich, which is what
one would expect, given the descriptions we have of
Brahms's piano playing. What is most interesting, of
course, is all those things he does which transcend the
notated page: for instance, playing the left hand slightly
ahead of the right (this is clearest in the opening
phrases), excbpt for strongly accented chords, which are



sounded solidly together; smoothing out the dotted
rhythm of the melody at bar 126, to add emphasis to the
shift to the subdominant; and rushing the arpeggios
which separate the phrases of the melody (bars
l2l-122, etc.). In the final section (bars l41ff.) Brahms
plays the runs at a faster tempo and places his sforzando
accents on the syncopated notes, rather than on the
downbeats, where they are notated. Of particular inter-
est is the different manner in which he plays each of the
syncopated bars: at bar 144, a slight pause at the end of
the bar sets up the next phrase; at bar 148, a large pause
occurs before the syncopated note, and the final chord of
the bar pushes directly on into the next phrase; at bar
156, l i tt le extra time is expended; but bar 160 is played

Brahms at the Piano. Drawing by Willy von Beckerath

in the broadest manner, with the time made up in the
climactic f inal run. As Crutchfield notes, the cadence at
bar 152 is "tossed off with a fiery snap, faster yet than
the tempo of the runs"; for the closing cadence, Brahms
broadens the tempo considerably, but quickens it again
for the final dominant-tonic motion.

The extant recordings of Brahms works performed
by his contemporaries are the subject of the rest of
Crutchfield's perceptive and ii luminating article. The
list of artists and recordings is longer than many per-
haps have realized. Crutchfield discusses additional per-
formances of Hungarian Dances, in Joachim's violin ar-
rangements, by .foseph .|oachim himself (including a

performance of the G-minor Dance substantially differ-
ent from Brahms's rendition), as well as by Leopold
Auer and Arnold Ros6. (Auer knew Brahms in Ham-
burg in the lB60s; the Ros6 String Quarret gave rhe Vi-
ennese premidres of Brahms's second string quintet and
clarinet quintet.) The most important lesson to be
learned here is the expressive use of portamento and vi-
brato, a topic discussed by Crutchfield and treated by

Jon Finson in his recent article on "Performing Practice
in the Late Nineteenth Century, with Special Reference
to the Music of Brahms" (The Musical Quarterly 70
[984]: 457-475). Also assessEd by Crutchfield are per-
formances of Brahms's piano music by Ilona Eiben-
schtitz, the student of Clara Schumann who premidred
Brahms's Claviersti iche, Opp. l l8 and ll9 in London in
1894, by Carl Friedberg, who coached with the com-
poser and championed his piano music, by Etelka
Freund, who as a young girl played for Brahms, and by
Adelina de Lara, another Clara Schumann student who
heard Brahms perform his Op. 4 Scherzo and later re-
corded it herself. Rounding out the l ist are a pair of
singers-Gustav Walter, who took part in the premidres
of Rinaldo and the first book of Liebeslieder Walzer and
presented many of Brahms's solo songs for the first
time, and for whom the spirited tenor part of the Zigeu-
nerlied,er was written. and the Dutch bass Anton Sister-
mans, who premidred the Four Serious Songs in No-
vember 1896. (For the tit les of individual works
recorded, see the discography at the end of this article.
Crutchfield also mentions, but does not discuss, Artur
Nikisch's service as accompanist to Elena Gerhardt in
Brahms songs. To Crutchfield's l ist of artists might be
added Eugen d'Albert, who performed Brahms'piano
concerti with the composer on the podium and who re-
corded the B-minor Capriccio, Op. 76 No. 2. The pia-
nist Fanny Davies, who premidred the Intermezzi, Op.
ll7, the baritone George Henschel, a close associate of
Brahms in the 1870s, and the violinist Marie Soldat-
Roeger, a favorite of Brahms and the first woman to
perform Brahms's violin concerto, also made record-
ings, but none of Brahms compositions. According to
Crutchfield, the recordings known to have been made
by the baritone Julius Stockhausen, including one of
Brahms's famous WiegenLied, have never been located.)

The performances vary in quality-some were made
by artists well advanced in age and diminished in tech-
nique-but all are instructive in one way or another.
Crutchfield's assessrnents draw out the best from each
performance, building a convincing case for studying
these historic recordings. Of the pianists, the most de-
lightful and engaging is surely Ilona Eibenschtitz. Al-
though her tempi for Brahms's late piano pieces set new
speed records-her quick tempi were the subject of
comment in her own day-her 1903 renditions of the
second and fifteenth of Brahms's Op. 39 Waltzes remain
unsurpassed for elegance and charm. After hearing the
translucent f i l igrees of rolled chords which she adds to
fill out her rallentandi, it is hard to imagine these pieces
performed in any other way' 

(continued on nexr. page)



(Brahms on Record, continued)

Recordings of Brahms's Works by the
Composer and by Members of his Circle

Johannes Brahms (1833-1897)
Hungarinn Dance No. I in G minor (Edison cylinder, December
1889): International Piano Archives (IPA ll7), Pearl (CLA
1000 [Gemm 292]), and Phonogrammarchiv der Oester-
reichischen Akademie der Wissenschaften (PHA EP 5)

Violinists
Leopold Auer ( I 845-1930)

Hungarian Dance No. I in G minor, arr. for violin and piano by

Joachim (1920): Asco (A 123), Victor, and Discopaedia (MB
1003)

Joseph Joachim ( I 83 1-1907)

Hungarinn Dance No. I in C minor, arr. for violin and piano by

Joachim (Gramophone & Typewriter Co., 047907 [037904 in
Francel; June 1903; matrix 2l9y): Asco (A 123), Opal (LP
804), Pearl (Gemm l0l), and Discopaedia (MB l0l9)
Hungarian Dance No. 2 in D minor, arr. for violin and piano by

Joachim (Gramophone & Typewriter Co., 047905, [037905 in
Francel;June 1903; marix 2l7y):78 rpm: His Master's Voice
(D 88, D 803); LP: Asco (A 123), Audio Archives (LP 0079),
Delta (TQD 3035), Opal (LP 804), Pearl (Gemm l0l), and Dis-
copaedia (MB l0l9)

Arnold Ros6 ( I 863-1946)

Hungarinn Dance No. 5 in F-sharp minor, arr. for violin and pi-
ano (in G minor) byJoachim (Gramophone & Typewriter Co.,
47915)
Hungarian Dance No. 5 in F-sharp minor, art, for violin and pi-
ano (in G minor) byJoachim (Gramophone & Typewriter Co.,
47973; matrix l468lu): HMV (61890)

Pianists
Eugen d'Albert ( I 864-1932)

Capriccio in B minor, Op. 76 No.2 (German Odeon, 76934 [also
76560 and, in USA, 0-820a1; c. l9l0-12; matrix XXB 5726):
not issued on LP

Ilona Eibenschiitz ( I 873-l 967)
Ballade in B major, Op. I0 No. 4 (beginning only; BBC broad-
cast, 20 October 1952, "Reminiscence of Brahms"): Pearl
(CLA 1000 [Gemm 292])

For this broadcast, Eibenschtitz read "My Recollections of
Brahms," which had been publishedinThe MtuiralTimes on
I July 1926.

Waltzes, Op. 39 Nos. 2 and /5 (Gramophone and Typewriter
Co., London, 22 December 1903, matrix 4755): Inrernational
Piano Archives (IPA I l7) and Pearl (CLA 1000 [Gemm 292])
Wahz, Op. 39 No. 15 (private tape by Robert Anderson, 29 Au-
gust 1962): Pearl (CLA 1000 [Gemm 292])
Intermezzo in B-flat major, Op. 76 No. 4 (two performances; pri-
vate recording, early 1950s): not issued commercially
Piano Trio in C minor, Op. I 0 I (beginning of slow movemenr, in
solo piano arrangement; BBC broadcast, 20 October 1952):
Pearl(CLA 1000 [Gemm 292])
Ballade in G minor, Op. I I8 No. -l (Gramophone and Typewriter
Co., G.C.-5559; London, November 1903; matrix 47 l2): Pearl
(CLA 1000 [Gemm 292])
Intermezzo in E minor, Op. I l9 No. 2 (BBC broadcast, 20 Octo-
ber 1952): l isted on Pearl (Gemm 292), but nor on recording

Intermezzo in E minor, Op. 119 No. 2 (two additional perfor-
mances, private recording, early lg50s): not issued commer-
cially
Intermezzo in C major, Op. 119 No. 3 (private recording, early
1950s): not issued commercially
Brahms Lieder performed as piano solos (private recordings,
early 1950s): not issued commercially

Etelka Freund ( I 879-1977)

S onata ih F rninor, Op. 5 (early I 950s): Remington ( I 99- I 09)
HandelVariatiorn, Op. 24 (early 1950s): Remington (199-109)
Inlermezzo in A minor, Op. I 16 No. 2 (early 1950s): Remington
(199-109) and Plymouth (I2-75)
Intermezzo in B-llat rninor, Op. 117 No. Z (early 1950s): Reming-
ton (199-109) and Plymouth (12-75)

Carl Friedberg ( 1872-1955)

Scherzo in E-flat minor, Op. 4 (November 1953): Zodiac ( I 00 I )
Piano Quintet in F minor, Op. 34 (late 1930s broadcast on
WNYC, with Perold String Quartet [foseph Coleman, Max
Hollander, Lillian Fuchs, Ernest Silverstein]): International Pi-
ano Archives at Maryland (IPAM ll02l3)
Intermezzo in B-flat major, Op. 76 No. 4 (November 1953):
Zodiac (1001)
Intermzzzo in E-flat major, Op. 117 No. 1 (November 1953):
Zodiac (1001)
Ballade in G minor, Op. 118 No.3 Quil l iard recital,2 Augrrsr
1949): International Piano Archives at Maryland (IPAM I102/
3)
Intermezzo in C major, Op. 119 No. 3 (uilliard recital, 24 July
l95l): International Piano Archives at Maryland (IPAM I102/
3)

Adel ina de Lara (1872-1961)

Scherzo in E-flat rninor, Op. 4 (March l95l): Adelina de Lara
Recording Trust (ADLP 5) and Pearl (CLA 1000 [Gemm 299])
"Edward" Ballade, Op. 10 No. 1 (summer l95l): Adelina de
Lara Recording Trust (ADLP 7) and Pearl (CLA 1000 [Gemm
2eel)
Ha1d,n Variations, Op.56D (autumn 1951, with Albert Ferber):
Adelina de Lara Recording Trust (ADLP l0/ll) and Pearl
(CLA 1000 [Gemm 299])
Rhapsodies, Op. 79 (March l95l): Adelina de Lara Recording
Trust (ADLP 5) and Pearl (CLA 1000 [Gemm 299])
Intermezzo in E-flnt major, Op. I 17 No. 1 (summer 1952): Ade-
lina de Lara Recording Trust (ADLP 7) and Pearl (CLA 1000
[Gemm 299])

Artur Nikisch (1855-l 922)

Hungarian Dances Nos. I in G minor and 4 in F minor (piano roll):
Columbia (ML 4293)
As accompanist for mezzo-soprano Elena Gerhardt
(1883-196 l ) :
Der Schmied, Op. 19 No. 4 (Cramophone Co., 2043179 and
3761; 190708; matr ix 3537r) :  HMV (HLM 1436031)
Der Schmied, Op. 19 No. 4 (Gramophone Co., 2-43398; l9l l)
O liebliche Wangen, Op. 47 No. 4 (Gramophone Co., 2-43403;
Berlin, November l9ll; matrix 606ak): EMI (RLS 1547003)
and HMV (HLM 1436031)
Wiegenlied, Op. 49 No. 4 (Gramophone Co.,243402; l9ll):
HMV (HLM r43603r)
Vergebliches Stdndchen, Op. 84 No. 4 (Gramophone Co.,
243404; l9 l  l ) :  HMV (HLM 1436031)
Sapphische Ode, Op. 94 No. 4 (Gramophone Co., 043203;
matr ix 5l  l5 l1:  HMV (HLM 1436031)
Nachtigall, Op.97 No.1: HMV (HLM 1436031)



Vocalists

Anton Sistermans ( 1867-1926)

Sapphische Ode, Op.94 No. 4 (Gramophone and Typewriter Co.
2-42879; Vienna, 1906;matrix 1884L): EMI (RLS 1547003)
Feldeinsamkeit, Op.86 No. 2

Gustav Walter ( 1834-1910)

Feldeirsamkeit, Op.86 No. 2 (Gramophone and Typewriter Co.,
342155; Vienna, 1904; matrix 2424h): EMI (RLS 1547003)

The EMI boxed set containing the Walter and Sister-
mans recordings includes early twentieth-century per-
formances of Brahms Lieder by more than forty other
artists. The Discopaedia, EMI, HMV, and Pearl record-
ings are commercially available; the Austrian recording
of Brahms's performance may be ordered from the
Phonogrammarchiv der Oesterreichischen Akademie
der Wissenschaften, Liebiggasse 5, 4-1010 Wien; the
IPA recordings may be purchased from the Interna-
tional Piano Archives at Maryland, Hornbake 3210,
University of Maryland, College Park, MD 20742.

George S. Bozarth

Updating the Brahms Catalogue
Last May 28th the engraver's model for Brahms's edi-

tion of C.P.E. Bach's Harpsichord Concerto in C minor
(Wq.4314; Helms 474) went on the block at Sotheby's in
London and was sold to an Amer:ican private collector.
Until then, the whereabouts of this manuscript had been
unknown. According to the Sotheby catalogue, the man-
uscript, though prepared by a copyist, contains two
pages entirely in Brahms's hand-his version of the key-
board part in the first orchestral ritornello-as well as
numerous corrections, alterations, annotations, and
deletions made by the composer in ink and pencil.
Brahms's edition of three of 'the Sei Concerti of 1772
(Wq.4311,4,  5;  Helms 471,474,475) was publ ished by
August Cranz in Hamburg in 1862, with the editor un-
named.

An autograph of the song Die Krd.nze, Op. 46 No. l,
dated "Baden-Baden, d. 26. Juni 1885" and hitherto
known only from a 1930 Sotheby's catalogue, has been
acquired by Hans Moldenhauer of Spokane, WA (auto-
graph "b" in the McCorkle catalogue). This manuscript
does not contain the variant reading for bars 10-13
cited by Hermann Levi in a letter to Brahms on 3 De-
cember 1873; this manuscript can therefore now be dis-
tinguished from the one owned by Levi (McCorkle auto-
graph "a"). The Moldenhauer collection, best known for
its extensive Webern holdings, also contains the auto-
graph manuscript of Brahms's cantata Rinaldo, Op. 50,
as well as the engraver's model for the four-hand ver-
sion of the Neue Liebeslieder, Op. 65.

The 1986 stock catalogue of the Swiss firm
L'Autographe S.A. offers the autograph of the canon
Spruch, WoO 27, which Brahms sent to Joseph Joachim
enclosed in a letter dated 5 October 1854 (McCorkle au-
tograph "a"). The manuscript of the letter, which was
published in the Brahms Briefuechsel together with a tran-
scription of the canon (5:66-67), is owned by the Staats-
und Universitabbibliothek in Hamburg.

Discounted Publications for ABS
Members

The American Brahms Society is pleased to announce
the addition of a new tit le to its l ist of publications avail-
able to ABS members at discounted prices:

Johannes Brahms. The Herzogenberg Correspondence. Transla-
tion by Hannah Bryant (1909) of Johannes Brahms im Briefwech-
sel mit H einrich und Elisabel rt. H erzogenberg (vols. I and 2 of J o-
hannes Brahms im Briefwecluel); reprint ed. with new
introduction by Walter Frisch. New York: Da Capo Press,
1987. $36.00 (reg. $45.00), payable to Dii Capo Press (check,
VISA, MC, AmExp).

An adaptation of Walter Frisch's introductory remarks
for this volume appeared in the spring l986 issue of the
ABS Newsletter.

The following publications continue to be available to
ABS members at discounted prices:

Margit L. McCorkle . B rahms T hemat isch-B ibliographisches W erh-
aerzeichnis. Munich: G. Henle Verlag, 1984. $196.20 (reg.
$218.00), plus shipping costs due upon receipt of book, pay-
able to Henle/USA (check, VISA, MC).

Johannes Brahms, Aho Rhapsody, Opus 5). Introduction by
Walter Frisch. New York: The New York Public Library, 1983.
$40.00 (reg. $50.00), payable to the New York Public Library
(check or money order only).

Johannes Brahms, "Feldeinsamkeit," Opw 86 Nr. 2: Fahsimile
nach dem in Priuatbesitz befindlichen Autograph. Accompanying
notes (German and English) by Ernst Herttrich. Munich: G.
Henle Verlag, 1983. $27.00 (reg. $30.00), payable to Henle/
USA (check, VISA, MC).

Johannes Brahms: Three Lieder on Poems of Adolf Friedrich uon
Schack. Introduction by George S. Bozarth. Washington, DC:
The Library of Congress, 1983. $10.00 (reg. $12.50), payable
to the Library of Congress (check or money order only).

Johannes Brahms Autographs: Facsimiles of Eight Manuscripts in
the Library of Congress. Introduction by James Websrer; Notes
about the Manuscripts by George Bozarth. New York: Garland
Publishing, 1983. $110.00 (reg. $137.50), payable to Garland
Publishing (check, VISA, MC, AmExp).

Walter Frisch. Brahms and the Principle of Developing Varia-
l ioz. Berkeley: University of California Press, 1984. $26.00
(reg. $32.50), plus $ 1.50 per order for shipping, payable to the
Regents of the University of California (check, VISA, MC).

Karl Geiringer, in collaboration with Irene Geiringer.
Brahms: His Life and Work. New York: Da Capo Press, 1982.
$36.00 hardcover (reg. $45.00), $8.76 paperback (reg. $10.95),
payable to Da Capo Press (check, VISA, MC, AmExp).

Virginia Hancock. Brahms's Choral Compositions and his Li-
brary of Early Music. Ann Arbor, MI: UMI Research Press,
1983. $34.36 (reg. $42.95), plus $1.50 per order for shipping,
payable to UMI Research Press (check, VISA, MC).

Jon W. Finson and R. Larry Todd, eds. Mendeksohn and
Schumann: Essay on Their Music and lts Context. Durham, NC:
Duke University Press, I984. $26.00 (reg. $32.50), plus $1.95
postage and handling, payable to the Duke University Press
(check, money order, VISA, MC).

Peter Ostwald. Schumann: The Inner Voices of a Musical Ge-
niru. Boston: Northeastern University Press, 1g85. Paper-
bound. $9.55 (reg. $ I 1.95), plus $ 1.50 for the first copy, $ .50
for each additional copy, for shipping, payable to the North-
eastern University Press (check, money order, VISA, MC).

(conlinued on next page)



(Discounted Publications, continue d')

Nancy Reich. Clara Schumann: The Artist and the Woman.
Ithaca: Cornell University Press, 1985. $20.00 hardcover (reg.
$25.00), $7.96 paperback (reg. $9.95), payable to the Cornell
University Press (check, money order, VISA, MC, AmExp).

Berthold Litzmann. Clara Schumann: An Artist's Life.2 vols.
Translated and abridged by Grace E. Hadow; reprint ed. with
new introduction by Elaine Brody. New York: Da Capo Press,
1979. $76.00 (reg. $95.00), payable to Da Capo Press (check,
VISA, MC, AmExp).

The N. Simroch Thematic Catalog of the Worhs of Johannes
Brahms. Introduction, including Addenda and Corrigenda, by
Donald M. McCorkle. New York: Da Capo Press, 1973. $34.00
(reg. $42.50), payable to Da Capo Press (check, VISA, MC,
AmExp).

To take advantage of these discounts, please send your
order, with payment(s) by check, money order, or credit
card, as designated above, to the Society's office in Seat-
tle; you may use the order form in this Newsletter. If
purchasing with credit card, please include your card
number and expiration date. We will verify your mem-
bership in the Society and forward your order to the ap-
propriate publisher(s), who wil l send the publication di-
rectly to you.

News and Comment
Two doctoral dissertations from Germany, both com-

pleted at the Rheinische Friedrich-Wilhelms-Universitdt
in Bonn, have recently come to our attention: Franz
Hermann Wolfgang Plyn's Dia Hemiole in der Instru-
mentalmusik aon Johannes Brahms (1984) and Matthias
Rohn's Die Coda bei Johannes Brahms (1985; published in
Hamburg by Karl Dieter Wagner, 1986). Also from the
press of Karl Dieter Wagner comes Angelika Horst-
mann's Untersuchungen zur Brahms-Rezeption der Jahre
1850 bis /880 (Ph.D., University of Gdttingen; published
1986). In the United States this past year saw the com-
pletion of Camilla Cai's doctoral dissertation Brahms's
Late, Short Piano Pieces-Op. 116-119: A Source Study, an
Analysis, and Performance Practice (Boston University) and
Rosemarie Mauro's master's thesis lie Gesang der Par-
zen of Goethe and Brahms: A Study in Synthesis and Interpre-
tation (University of Washington). Dissertations in prog-
ress, as l isted in the latest edition of Adkins and
Dickinson, Doctoral Dissertatioru in Mtuicology, include
Gero Ehlert, Die Klauiersonaten illn Johannes Brahms
(Ph.D., Christian-Albrechts-Universitdt in Kiel); Holly
Elaine Hughes, Richard Heuberger's Erinnerungen an Jo-
hannes Brahms; The Life andWorh of Johannes Brahms as
Reaealed b"9 the Analytical Translation of a Contemporary
Memoir (D.A., Ball State University); and Edward T.Jar-
vis, The CompositionaL Process of Johannes Brahms in the
Large OrchestralWorks (Ph.D., New York University).

From the ever-active pen of Kurt Hofmann now
comes Johannes Brahms und Hamburg (Reinbek: Dialog-
Verlag, 1986), a slim but handsome paper-bound vol-
ume detail ing Brahms's relationship with his native city.
Hofmann provides a sketch of Brahms's l ife and times
in Hamburg, tabulations of Brahms works wholly or
partly composed in Hamburg and of premidres which

took place in the composer's native city, a time line of
Brahms's years in Hamburg, and a report on recogni-
tion given Brahms by Hamburg and its citizens. Of par-
ticular interest is the long, rambling, but frank letter on
family matters written by Brahms's mother to her son on
26-30January 1865, shortly before her death, and pub-
lished in full for the first time. (Kurt Stephenson only
released excerpts from the letter in his 1973 edition of
the Brahms family correspondence; the full text he con-
sidered unsuitable for publication.) The illustrations in
Hofmann's book are drawn from the author's extensive
private collection.

Sure to spark lively controversy is Ira Braus's article
"Brahms's Liebe und Friihling II, Op.3, No. 3: A New
Path to the Artwork of the Future?" (19th Century Music
l0/2 [Fall 1986]: 135-156), which explores the possibil-
ity that Wagner's writings on word-tone relationships in-
fluenced Brahms's early songs and that in turn Brahms's
second Liebe und Frilhling "blazed the last stretch of the
path leading to Wagner's Tristan und. Isolde." A review of
Detlef Kraus's Johannes Brahms ak Klaaierhomponist (Wil-
helmshaven, 1986) by Peter Dedel appeared in Notes 431
2 (December 1986): 308; an assessment of Michael Mus-
grave's The Music of Brahms (London, 1985) by Robert
Anderson was publishedinThe MwicalTimes 128 (fanu-
ary 1987):27.

In February a new critical edition of the organ works
of Brahms, prepared by the present writer, was
premidred by organist Carole Terry in Seattle. The reci-
tal was presented under the auspices of the ABS Brahms
Archive. For this edition the sources used by Eusebius
Mandyczewski for the Brahms Siirntliche Werhe have been
examined anew and several new sources have been
taken into account. As a result. numerous errors in
pitch, dynamics, ornamentation, and articulation have
been corrected. Still ringing in the ears of those present
at the edition's premidre is the major chord which now
ends the tenth chorale prelude in Op. 122. The edition,
to be released by G. Henle Verlag, Munich, later this
year, will also publish for the first time early versions of
the Fugue in A-flat minor and the Chorale Prelude on O
Traurigheit, o H erzeleid.

Although nominally an "American" Brahms society,
our organization is pleased to have members not only in
North America, but also in Germany, Austria, Italy, Ire-
land, and Japan. In addition to individuals, over four
dozen libraries in North American and Europe have
joined the ABS in order to receive our Newsletter. Dur-
ing 1986 complimentary copies of the Newsletter were
distributed to our colleagues in the Johannes Brahms-
Gesellschaft Internationale Vereinigung (Hamburg),

and announcements about the ABS were placed in a
number of professional musical magazines, bringing us
scores of inquiries and a number of new members. We
appreciate the many suggestions given by our members
for how we might inform others about our society and
their efforts to spread the word among friends and col-
leagues. Sample copies of our Newsletter for interested
parties may be obtained by writing to our Seattle office.

George S. Bozarth
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Editor's Notes
The Editor is pleased to acknowledge contributions

by two new authors to this issue of the Newsletter. Dan-
iel F. Roses, M.D., F.A.C.S., is Professor of Surgery at
the New York University School of Medicine and a
member of the Board of Directors of the Musicians
Foundation, Inc. A longer version of his article, includ-
ing more detail on the l ife of Brahms and stressing the
parallels between the achievements of Brahms and Bill-
roth, appeared in SURGERY, Gynecologl U Obstetrics, a
publication of the American College of Surgeons, in Oc-
tober 1986 (Vol. 163, pp. 385-398). Special thanks go to
Nancy Reich for calling Dr. Roses's work to our atten-
tion. Rufus Hallmark, currently Professor of Music at

Queens College, CUNY, wil l move to the School of Mu-
sic at Boston University in the fall. News of the Brahms
manuscripts sold at auction came courtesy of Margit Mc-
Corkle. We would also l ike to thank Tamara Friedman.
Claire Peterson, Leroy Searle, and Sondra Wheeler at
the University of Washington for their help in the prep-
aration of this issue.

Michael Beckerman's article on Brahms and Dvoii ik
in our last issue prompt€d a response from Tilden A.

The American Brahms Society
School of Music DN-10
University of Washington
Seattle, WA 98195

Russell of Southern Connecticut State Universitv. who
points out the "chronological incongruity" of suggesting
Dvoi:ik's influence on the second movement of
Brahms's Quintet in F major, Op. 88, and continues:
This is not the only inner movement in which Brahms alter-
nates slow and fast sections. In the A-minor String Quartet,
Op. 5l No. 2, published the year before Brahms first heard of
Dvoi6k, the "Quasi Minuetto" is the same sort of movement
(even'though it cannot be said to combine the slow and dance
movements, as the quartet also contains a full-length slow
movement). A later example is, of course, the middle move-
ment of the second Violin Sonata, Op. 100. Such movemenrs
(including the one in Op. 88), though not numerous, are usu-
ally considered a uniquely Brahmsian approach to the chal-
lenge of the inner movements of a sonata cycle.
We thank Professor Russell for his comments, and en-
courage other readers to send us correspondence.

Plans for the next issue of the Newsletter include an
"Encounter" with Brahms's friend, the singer and con-
ductor George Henschel, and the article on Brahms's pi-
anos originally intended for this issue. Other articles
and suggestions are welcome, and should be sent to the
Editorby I September 1987.

Virginia Hancock
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