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CHAPTER I

POLITICAL, HISTORICAL, AND CULTURAL SETTING
OF THE TIMES OF JOHANNES BRAHMS

Political and Historlcal Setting

The nineteenth century into which Johannes Brahms was
born was ushered into exlstence by a sweeping political and
soclal revolution, namely, the French Revolution, Virtually
every country in Europe was changed in one way or another
by the events of this political upheaval. The French
Revolution overturned a society that had been growing up
for centuries, Cut loose from the past, it started France,
with all the world, upon new lines of growth,

The fundamental cause of the Revolution was the unjust
privileges of the wealthy class and the exploitation of the
poverty-stricken masses, This situation had existed many
times throughout the history of the world, yet, at this time,
the underprivileged masses had reached a new consclousness of
their inferior position.

Authority was being questioned in areas other than
politics, New advances in science and mechanics (electro-
magnetic induction, rhotegraphy, the railway and steamboat,

food canning, electric light, steel production, telephone,
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telegraph, cnd others) had reversed some of the earlier
ideas about the world outside man, The telescope and micro-
scope revealed undreamed-of worlds, The basic elements of
earth, fire, and water were proved resolvable into com-
ponents showlng that they were not "elements" at all, as the

ancients had theorized, Charles Darwin's Origin of the Species

appeared in 1859 setting forth the hypothesils of evolution,
The Industrial Revolution, which began in England, brought on
many soclal and economic problems and the rise of capitalism
and socialism, French literary men, such as Voltaire,
Diderot, Rousseau, and lMontesquicu were revolting against

the authority of the past. Throughout Europe factions
espousing "the cause of the kings" and those lauding "the
cause of the masses" were gathering momentum, The cultural,
political, economic, and social order was greatly affected by
these momentous advances (12),

The eventual victory of Napoleon and his subsequent
dominence as Emperor of France for the next fourteen years
(1799-1815) clearly brought about the breakdown of the old
system of monarchy, Even though Napoleon, himself, later
proved to be a tyrant, he was not able to quell the elements
of freedom of thought and action which had been awakened in

the minds of the mass of humanity.



After the defeat of Napoleon in 1815, there was a
period of restoration in which the princes who had been re-
stored to their thrones sought to ignore the progress made
from 1789 to 1815. The dominating figure of the Restoration
Period (1815-1848) was Clemens Metternick (1773-1859) who
endeavored to maintaln the status-quo by suppressing
liberalism in Austria and throughout Europe (15), The freeo
spirit of the subjugated masses attempted to assert itself
once again in the revolutions of 1820 (which began in Spain),
1830, and 1848 (both of which began in France),

In Germany and 1taly there were complex movements

working (1) for constitutional liberty and social

reform within the several states (2) for the union

of the fragments of the German race into a nation;

and (3) for the independence of Italians, Slavs,

and Hungarians held in subjection in Austria , . .

Sardinia, and Prussia, and the minor German States

kept their new constitutioms, Switzerland had be-

come a true federal republic , , ., (9, p. 291),

Less progress was seen in Germany which was still under the
rule of Austria,

The next thirty years from 1850 to 1880 saw ", , . the
advance toward democracy in England, abolition of slavery in
the United States of America, a new federal German Empire, a
united constitutional Italy, a stable French republic, con-
stitutional Spain, and a constitutional, federal Austria-
Hungary" (9, p. 291). During these years, Brahms was in the

prime of his life (17-47 years old).



Bismark entered upon his group of wars, driving
Austria out of Germany in 1866, The North German Federation
then formed was expanded into the German Empire by the
Franco-~Prussian War (1870-71), By 1880, most of the mone
archies of Europe had become constitutional, New combi-
nation of alliances appeared, In 1882, Germany, Austria, and
Italy, who were all old enemies, now formed the Triple
Alliance, A little later, France and Russia formally adopted
a duel alliance, "The Continent was thrown into two hostile
camps and rested for the next twenty-five years (until 1507)
under & crushingly burdensome armed peace"(9, p. 292).

The historical and political events of the ninteenth
century set the stage for vast changes in the social structure
during the Romantic era., The musician was no less affected
by these changes than were those 1in other fields, The oppor-
tunity for independence which was created by the new identity
of the masses also became a part of the new identity of the
musician, He no longer was subservient to either the church
or the courts, The creative musician, that 1s, the composer,
further separated himself from obligations by supporting
himself primarily from his compositions and not by filling
utilitarian positions as choir director, choir singer,
organist and so on, These composers did not, for the most

part, write music for specific events as composers of earlier



times had been accustomed to doing, Romantic composers,
instead, were interested in writing a piece of music for
the sake of composing and with an eye toward posterity (3).

Beethoven was the first composer who through the
strong force of his personality established the artistic
independence of the composer, He effectively established a
precedent which the composers who succeeded him during the
Romantic period had the option of following., Throughout
his lifetime, Brehms maintained the social independence
which is characteristic of the pattern set by Beethoven,
Brahms did teach and conduct in order to support himself,
however, these were positions of his own choosing. When he
felt that the positions interferred with his work as a com-
poser, or required artistic compromise, he simply resigned
from the position,

Through his lifetime, Brahms was well aware of the
political changes which were taking place in his country,
Among his vocal works there are several which indicate this

awareness, The Truimphlied, Opus 55, a work for eight-part

chorus, baritone solo, and orchestra, was inspired by en-

thusiasm over the Prussian Victory of 1870. Truimphlied

was Fest-und Gedenkspruche Opus 109, which was written for

eight-part chorus to be sung acapella, This piece contains



three movements commemorating the battles of Leipzig and
Seden and the year 1888 which was marked by two imperial
deaths and coronations, The subject matter of the biblical
" text constitutes a plea to Germans to ", , .shun internal

dissension and live worthy of her glorious past" (15, p. 342).

Cultural Setting of the Times

Having reviewed the political and historical back-
ground of the nineteenth century into which Johannes Brahms
was born, it is necessary to investigate the cultural climate
which was a result of those eventful times, From this review
we can see what place Brahms holds in the scheme of musical
1life in his own era and how his musical posture relates to
his solo vocal works,

The revolutions which brought the eighteenth century
to a close aroused feelings of man's individuality and inde-
pendence, There developed an awareness of man's need to ex-
press his individuality and his reaction to the world in which
he 1ived, This need combined with other elements developed
into the Romantic movement which dominated the social, poli-
tical, and cultural thought of the nineteenth century,

The groundwork for the philosophical thought in sup-
port of the Romantic movement was laid in the eighteenth

century by the French literary figure, Jean-Jacques Rousseau



(1712-1778). Rousseau, who is regarded as the father of
Romanticism, set forth in his works almost all the ingre=-
dients of Romanticism, In his writings he:

o« o orepudiated the ideal of the elegant upper

class lelsure and preached modern bourgeols

family l1life as we know it today, He defined

the principles of a democratic soclety and

those of representative government, He also

reformed the prose style, anticipated the theory

of music drama, revolutionized the aims and

me thods of education, delved into the recesses

of the self and made Nature an ideal norm, ., .

toward which all our exploration of heart and

mind should tend (2, p. 163).

Although the Frenchman, Rousseau, had pointed the way
toward Romanticism early in the eighteenth century, the
Romantic movement in French literature did not develop as
rapidly as it did in Germany and England, The failure of
France to continue to be the forerunner of Romanticism in
literature is probably due to their preoccupation with the
French Revolution and the Napoleonic Wars, In addition to
this preoccupation, the French were entrenched in the tra-
dition of Classisism, However, Victor Hugo (1802-1885) soon
became the leader of the new cause of Romanticism and in
France influenced other writers in this mode,

Although the Romantic movement began early in England,
it was not as far-reaching as it was in Germany where it

penetrated deeply into the spiritual 1life and all areas of



the intellectual 1life, In England, Romanticism appeared
primarily as a literary movement (4, p. 656),

In Germany, the literary movement known as Romanticism
was begun by Gohhtold Lessing (1729-1781), a dramatist and
critic who challenged the canons of classic art and litera-
ture, Nowhere did Romantic self-expression attain the
boldness and intensity that it did in Germany, There
literary Romanticism developed as & reaction to the period
of restoration following the Napoleonic Wars, A new interest
was developed in folklore, Tuetonic mythology, legends,
fairy tales, popular ballads and folksongs, These folk
elements were collected and valued as & basis for the develop-
ment of an art expression, Emphasis on emotionel interpre-
tations of nature and sentimentality concerning the history
of the German people, gave rise to renewed interest in
medival legends with magioc superstitions and knights and
chivalric worship of women (3, p. 1568),

In the area of the fine arts, the early nineteenth
century reflects two principal trends: that of Neo-Classicism
and that of Romanticism, These two trends represent the
varied reactions to the upheavel of political and social 1life
caused by the American and French revolutions (1, p. 121),

The early nineteenth century painters who represent these



opposing reactions are David (17.8-1825) and Goya (1746~
1828)., David strove to establish order out of chacs and
strife, His paintings are analytical, photographic and
rather cold and harsh, For his adherence tq form and detail
he is referred to as a Neo-Classisist, Ingres (1780-1867),
his assistant, emphasized formal order and a linear-like style,
The opposite reaction to the political and social upheaval of
the times is expressed in the vivid, colorful and expressive
paintings of Goya, Goya's paintings and those of Gericault
(1701-182L4) and Delacroix (1798-1863), sought to convey more
immediate and direct emotional values, They relied more on
color than on line to convey a feeling of drama and excite-
ment, A new Interest and feeling for nature becomes apparent
in the works of the Englishmen, Constable (1776-1837) and
Turner (1775-1851), who painted realistic landscapes typical
of the Romantic movement,

The German nation did not create the Romantic movement
in literature nor in the fine arts, However, it was in
Germany that the Romantic movement in the fine arts reached
its fullest consequence and significance, "Romanticism was
the very domain of German painting in the nineteenth and
twentieth centuries" (6, p. 571). In Germany as in France,

however, the Neo-Classic element also was functioning but
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its influence was not as wide-spread as the influence
exerted by the Romantic self-expressive German painters,
Some of the more well-known German Romantic painters were:
Koeh (1769-1839), Friedrich (177L4-1840), Kobell (1766~
1855), Kersting (1783-1847), Richter (1803-1840), and many

others.

Musical Backpground

The Romantic spirit of the late eighteenth and nine-
teenth centuries did not appeer as a one-time occurrence
but rather as a series of occurrences in varying countries
and in the various arts. As mentloned above, among the
nations, it appeared first in France, and England and then
in Germany, Among the arts it occurred first in literature,
then in the fine arts, and last in music., Even though the
discipline of music was the last to receive the Romantic
influence, music represents the strongest expression of
Buropean Romanticism (7, p. U4).

In music, Romanticism is characterized by ", , ,sub-
Jective emotion and imaginative vigor and was a movement of
revolt from the pedantry and artificiality into which the
Classic Era had degenerated" (3, p. 1568). In Germany, as

in England and France, musical romanticism followed the
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literary and fine arts movements almost a generation later,
The Romantic elements in music were inspired by Romantie
elements in poetry.

During the nineteenth century, there developed two
primary factlons in the musical scene of Germeny Just as
there had been primarily two contrasting styles in the fine
arts, The first to be discussed was a group of composers
of the Romantic school who called themselves the New Germans,
This group was supported and inspired by Liszt, Berlioz,
Wagner, and, later, Hugo Wolf (1860-1903). These men in
their efforts to establish a basis for the "Music of the
Future," tried to achieve a closer union of the arts of ine-
strumental music and poetry (11, p. 286),

Berlioz (1803-1869), who is regarded as the champion
of progrem music, was extremely explicit in tying the poetry
or narrative he wished to express to his music, Often he
prefaced his works with verbal explanations, minutely describ-
ing the scenes and emotlons which he wished to represent,

Wagner, although grouped with Berlioz, was not an ad-
herent of programatic music as such, He predicted for both
music and poetry ", . .a future as co-ordinate elements with
action and scenic effect of a larger art, the drama, the

object of which he explained to be dramatic truth" (11, p, 288),
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Wagner felt that music had no future as a separate art and
that poetry could nct exist as a separate art form,

The primary role which Franz Liszt played was one of
support and enthuslasm for Berlioz and Wagner, In Weimar,
where Liszt held the positlon of Chapelmaster, many of the
compositions of Berlioz and Wagner were played by the Weimar
orchestra, However, Liszt earned his place as a member of
the New Germans through his symphonic poems and his innovative
use of expressive dissonances,

The exponents of the preservation of the independence
of music were variously called "Romantic Classicists" (7,

P. 349) or "Neo-Classists" (8, p. L90). This group which
was opposed to the intimate fusion of the arts, was made up
of poets, writers, and musicians, (Brahms, Schumann,
Mendelssohn) with Eduard Hanslick (1825-1904), the critic,
as their spokesman, Hanslick was an extremest in that he
favored a clear separation of the arts as is found in pure
instrumental music (7).

It fell to Brahms to be the musical leader of the
Romantic Classists, "Brahms!' belief in the fundamental value
of absolute music based on his understanding of the principles
of Beethoven, and his admiration for Schumann made him less

and less sympathetic to Liszt and Wagner" (8, p. 488),
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Brahms held no personal animosity for Wagner and it is said
that he wus set entirely agalnst his will as the chief
opposser of the music of the New School (10, p. 39).

Another important characteristic of musical Romanticlsm
of the nineteenth century as it relates to Brahms's vocal works
is the new importance given to instrumentel music, In the
solo song and in opera, this new emphaslis on instrumental
music msnifests itself in the more varied and expressive
"accompaniment" of the songs and of operatic literature,

With Schubert the melody and accompaniment of the songs were
of equal importance, As the century progressed the
Romanticists continued to give increasing importance to the
accompaniment until, by the end of the century, many songs
were instrumentally conceived with a ", . ,commenting,
declamatory voice-part" (7, p. 36). In opera the end result
of this trend was operatic scenes in which the scenes were
", . .symphonically created with vocal parts superimposed"
(7, p. 36). Brahms in his German Lieder lies somewhere be-

tween these extremes,
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CHAPTER II

BIOGRAPHICAL MATERIAL

Parentage

Johannes Brahms was born into a family that was poor
and rather undlstingulshed, His ancestors had come from the
North Sea country (Ditmarsh) and had taken their name from
a characteristic yellow-flowering bloom or Bram, His grand-
father had been an innkeeper at Heide in Holstein, Germany
and Johannes' own father, who has been described as a ", , .
droll, likeable, happy-go-lucky vagabond . . ." (11, p. 33),
was a double-bass player at the Hamburg Theater,

Johannes' father, Johann Jacob, had longed to be a
musician during his childhood, Brahms's blographers are not
in agreement upon the nature or extent of the musical
training of the elder Brahms, Schauffler states that he
prodded his parents into allowing him to be bound as an
apprentice to the town piper who was the ", . ., sole reposi-
tory of musical science in the village, ., ." (11, p. 34).
Niemann writes that the elder Brahms ran away from home

three times, each time to various nearby towns where he

could be given lessons on the stringed instruments, horns
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and flute by various town musicians (10). Another biographer,
Murdoch, reports that Joshnn Jakob was a student at the Stadt
Pfeifereil for five years where he studied ", ., ,violin, viola,
cello, flute and horn, , ." and from which he ", , ,received a
certificate of character and prowess on leaving . . ." (9,
P. 19). In any case, Johannes' father was an energetic man
who wanted to be & musician and who stubbornly refused any
other vocation,

As a young man of twenty, Johann Jakob set off for
Hamburg and for many years eeked out a living as a double
bass player. At first he worked as bass-fiddler in a small
itenerate "string band" (11, p. 34). It was not until many
yoears later that he secured his position as bass-player at
the municipal theater., In the interium, he fell in love
with and married Johanna Nissen who was small, homely,
crippled in one foot, ailing and seventeen years his senior,
Johanna Nissen DBrahms is said to have been a very sensitive
person who possessed a sure instinct for spiritual values (11),

A closer look at the ancestorial background of
Johanna Nissen provides a better appreciation of her attractive
qualities, Her mother was of noble birth, and the geneology
of her father could be traced as far back as the fourteenth
century, These forebearers were clergyman, ecclesiastical

administrators, councilors and burgomasters, Gradually
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the family line lost 1its prominent position in society.
Johanna's more immediate ancestors were school masters and
her own father was a tailor (6),

Although Johanna's education was limited, she was able
to express herself very vividly in correspondence, Her
letters exhibit her clear common sense and demonstrate her
kindheartedness. She found a great deal of happiness in
helping others, "After all, what can give me greater joy
than to hélp and serve my fellow creatures as far as lies
in my power? People who live only for themselves and not
for others are only half alive" (6, p. 24).

It is said that Johanna Nissen had an instinctive
liking for the best in music and poetry and that later on
in life she learned all of Schiller's works by memory (9).
She had the spiritual and intellectual qualities necessary
to engender creative talent: "There is reason to believe
that just those spiritual and mental qualities which trans-
form a reproductive into a creative talent came from the
mother , . ., (6, p. 28).

From both parents Johannes inherited a love of nature

and an appreciation of the small joys of 1life,



19

Childhood and Adolescence

Johannes Brahms was born in a tenement in the
red-light district of Hamburg on May 7, 1833. He was the
second child in a family of three children, Of the three,
the two boys, Fritz and Johannes, were destined to become
musicians,

As & chlld, Johannes liked the singing and dancing
games which are a specialty of Hamburg children, He pos~-
sessed absolute pitch and had built for himself an ", . . in-
fantile but practicable system of notation without suspicion
that such a thing was already in existence, ., ." (11, p. 36).

By the time that Brahms was seven years old, he had
begun formal instruction in music, His first teacher was
Cossol, a local pienist, A few years later, at the age of
ten, Brahms appeared in a public concert playling an etude by
Herz and the piano part of a Beethoven wind quintet, An im-
pressario who was in the audlence was so lmpressed that he
offered to take Johannes and his family on a concert tour of
the United States of America, Cossol, however, discouraged
this exploitation and persuaded his own teacher, Marxsen, one
of Hamburg's finest, to take Brahms es a student (5), It is
Marxsen who is credited with having instilled a reverence for

the works of Johann Sebastian Bach in the young Brahms (2),
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Between these two teachers, Cossol and Marxsen, Brahms re-
ceived his musjcal education, Thils education included piano,
harmony, sight transposition, counterpoint (in which Brahms
became proficient), and theory of composition,

The schools which Brahms attended were generally des-
eribed in most of his blographics as being very mediocre,
However, Geiringer, a later blographer, states that Brahms's
parents sacrificed to send him to a private school at the
age of six., He stayed there until his eleventh year at which
time he was sent to another private school, "Both schools
were good, and the boy learned as much as possible under the
standards of education then obtaining. Herr Hoffman's achool
(the second one Brahms attended) was even known for its ad-
vanced methods" (6, p. 31)., However, another authoritative
source asserts that Brahms never attended beyond primary
school (5). _

During these early years, from the age of nine until
his late teens, Brahms was often to be found playing the
plano for dances late in the evening and sometimes all during
the night, The dances took place in some of the most in-
famous dives of the ha;bour of Hamburg, This practice was,
of course, very hard on him both_physically and emotionally,

It may be due to these circumstances that Brahms was anemic
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as a youth and suffered from nervous headaches, Schauffler
feels that these early experiences may in part account for

Brahmst's rather curious attitudes towards women (11).

Young Adulthood

The musical education which Brahms received provided
him with enough technique and knowledze to enable him to
reach an extra-ordinarily high level of artistry with his
first published compositions, These compositions were
written somewhere between his eighteenth and twentieth
years (5), Brahms had two pseudonyms, G, W, Mark, and
Karl Wurth, under which names he published compositions be=
fore Opus 1 was published under Brahms's own name (11),

- In 1853 at the age of twenty, Brehms met Edward
Remenyi, a gifted and warmhearted  Hungarian violinist, with
whom Brahms toured North Germany in the capacity of pieno
accompanist, During this tour Remenyl introduced Brahms to
the successful violinist, Josef Joachim, who was Royal
Concertmaster in Hanover and with whom Brahms was to develop
a lasting friendship (5). Joachim was deeply moved by the
musical genius of young Brahms upon hearing some of his
compositions, Among these was one of Brahms earliest songs,

Liebestreu, Opus 3, No., 1, Many years later Joachim recalled

that the song, Liebestreu " , . . burst upon him as a revela-

tion" (11, p. 4O).
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Armed with a letter of introduction from Joachim and
Remenyl, Brahms visited Franz Liszt in Weimar, Liszt was an
adherent of the modernist school of program music known as
the "New Germans" and tried unsuccessfully to encourage
Brahms toward their mode of composition, DBrahms left
Remenyi in the courtly atmosphere surrounding Liszt at the
Altenburg and returned to Gottingen at Joachim's invitation,

Braehms happily stayed with Joachim untll August of
that year (1853), at which time, wanting to see some of his
music in print, and to make more contacts in the musical
world, he set out to visit the west of Germany,

In Bonn, Brahms made the acquaintance of muslcians and
music lovers who persuaded him to study Robert Schumann's
compositions in detail, Feeling that he had found a kindred
spirit, Brahms undertook a visit to the Schumann home in
September: a visit which was to greatly influence his entire
life history (6).

Robert Schumann, as editor and founder of the Neue

Zeltschrift fur Musik, had for more than a decade been one

of the leaders of public opinion in the musical life of
Germany, No longer the editor, he became so enthusiastic
about the young Brahms that he published an article in the
journal in which he heralded Brahms as ", , ,the one who

would be chosen to express the most exalted spirit of the
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times in an ideal manner" (5, p. 7). Having thus been
thrust into the musical eye of Germany, Brahms felt that it
was incumbent upon him to fulfill the prophesy of future
greatness which Schumann had envisioned.

One of Erahns's more recent blographers points out an
interesting point regarding the character of Brahms as ex-
emplified in his reaction to Schumann's patronage:

All the prerequisites of a rapid and brilliant

rise to fame seemed at hand, That things turned

out differently was not only due to external cir-

cumstances; 1t was a peculiarity of Brahms's

personality that he was unable to forge ahead ex-
cept by force of character, perseverance, and

driving energy in the face of obstacles (5, p. 9).

The attention which Robert Schumann brought to Brahms,
which would seem to have been the turning point in his life,
turned out to be only a sparkler, The events which followed
in the next three years were emotionally trying for Brahms
and seemed to disturb a straight path tec success,

On February 27, in 1854, Robert Schumann, who had
developed a severe nervous disorder, attempted suicide by
throwing himself into the Rhine River, He was saved from
drowning and on March lj, 185l was confined to an institution
at Endenich, near Bonn (6), When Brahms heard the news of

Robert Schumenn's illness and confinement, he immediately

went to Dusseldorf to help Clara Schumann and her children,
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During this time the feeling of reverent friendship which
Braehms held for Clara gradually changed to one of ardent
love, Brahms stayed at the Schumenn home in Dusseldorf
with Clara until the death of Robert Schumann in 1856,

For the duration of his stay with Clara, Brahms was
preoccupled with the Schumann family eand their problems and
therefore accomplished 1ittle muslcally. The love which
developed between Clara Schumann and Brahms during these
years gradually changed from passion to one of platonic
friendship, Other than & quarrel in 1891 over the publica-
tion of the original verslon of her husband's D Minor
Symphony, Clara and Brahms remained intimate friends through-
out their entire lives (11),

Shortly after Robert Schumann's death, Brahms left
Clara and returned to his parents' home in Hamburg., With
the exception of the time spent travelling to Detmold to
conduct and teach, he spent the next several years composing
works in rapid succession., These compositions included
chamber music, piano compositions, vocal music, and his
first orchestral attempts (5). .

Throughvthe efforts of Clara Schumann, Joachim, and
Julius Stockhausen, all of whom played Brahms's music on con-

cert tours, the works of Brahms were becoming more familiar
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to the general public, Brahms, however, was considered by
many to be out of the mainstream of the musical scene of the

day, In 1860 an article published in Neus Zeitschrift fur

Musick declared that ", . . there was in Germany scarcely a
musiclan of iImportance who did not subseribe to the tenets
of the New Germans, , ." (11, p. 50). Brahms was not one
of this group.

Brahms, becoming restless at home in Hamburg, ventured
on a trip to Vienna in the fall of 1862, This was Brahms's
first trip to Vienna and was a highly successful one, both
musically and socially, However, he still longed for a
position of honor in his own home town of Hamburg, He was
very bitter when his friend, the singer, Julius Stockhausen,
was appointed conductor of the Philharmonic Concerts, a
position which Brahms had heavily counted on obtaining., The
extent of the disappointment which Brahms felt was expressed
by him later when he was heared to remark:

.« o o On two occasions the conductorship of the

Philharmonic Concerts was filled by strangers
while I was passed over! If I had been chosen at
the right time, I would have become an orderly
citizen; I would have married and lived like

others, As it is, I am a vagabond (5, pp. 15-16),

Brahms's disappointment over the loss of the Hamburg

position was somewhat assuaged by the offer on his thirtieth
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birthday to be the conductor of the choir at the SingaKademis,
an oratorio society in Vienna, Although Brehms was pleased
with the offer, it was not without some hesitatlion that he
wrote his letter of acceptance on May 30, 1863, "It is a
grave decision, to give up one's liberty for the first time"
(10, p. 89). Another biographer, Gall, translates the same
passage: "It is a peculiar sensation to gilve up one's free-
dom for the first time" (5, p. 16).

Brahms stayed in Baden-Baden near to Clara Schumann
through the summer and until the end of September at which

time he moved to Vienna to become a permanent resident,

Mature Years

In the fall of 1863, Brahms began his service as musi-
cal director of the SingaKadiemie in Vienna, He began this
service with much enthusiasm, However, as some of the cus=-
tomary problems of such a position arose, Brahmg began to
lose interest, At the eﬁd of one year he resigned this post,

In 1865, two years after Brahms moved to Vienna, his
mother died in Hamburg, At the news of hils mother's death,

n

he was found alone at the plano ", . . weeping while he played

Bach's Goldberg Variations" (11, p. 55).
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Brahms was very attached to his mother, Schauffler
stated as follows:

We are sure , ., ., that Brahms adored his mother with

a most ardent tenderness, Louisa Japha, his boy-

hood playmate, bears witness that 1t went to one's

heart when he spoke of his o0ld mother, he was so

utterly devoted to her (13, Pe 255},

It has been speculated that Brshms had an inordinate
attgchment to his mother and that his attachment may have
been one of the reasons which provented or made marriage un-
necessary to Brghma LY, However,_other biographers feel
that Brahms's involvement in his own work and his need for
freedom of movement and for freedom from pressing responsi-
bility were more likely the cause of his bachelorhood,
"Dimly he felt that he would be acting in defiance of his
aim in 1life if he, who had dedicated himself wholly to his
art, were to belong to another" (6, p. 330),

Several years later, in 1868, Brahms was beginning to

write the fifth number of the German Hequiem., Although the

larger part of the Requiem was written to be a tribute to his
benefactor, Robert Schumann, the fifth plece of the Requiem
was written as a memorial to his mother,

puring the years from 1867 to 1872, with the exception
of two studies for piano and the first two books of the

Hungarian Dances, Brahms published nothing but vocal music,

The year 1868, in particular, is cited as a year of
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extensive vocal writing for Brehms, To this year may be

attributed some of his best songs: Von ewlpger Liebe,

Die Mainacht, An die Nachtigal, Botschaft, An ein Veilchen,

end Wiegenlied (9).

By the time of this period of vocal writing, Brahms's
life had settled into a routine which involved concert tours
as pianist and conductor in the early part of the year,
generally from January to April, These trips took him
throughout Germany and often to Holland and Switzerland,
Summers were spent for several years at Paden-Baden near
Clara Schumann and later in the Austrian and Swiss Alps,
These summers were devoted entirely to composition, In later
years, Brahms took an occasional trip in the spring to Italy
for pure enjoyment. The fall months and first half of winter
were devoted to completing and overseeing the printing of
the compositions which had been written during the summer,

In 1872 Brahms once again accepted a permanent position,
this time as a musical director of the Soclety of Friends of
Music in Vienna, He managed to stay with his directorship
for three years before glving 1t up in anger and disillusion-
ment: ) -

The artistically uncompromising nature of his pro-
grams had given rise to opposition, Writing about

a concert in which, after EJ. S,] Bach's Cantata
No. 8 ("Dearest God, When Shall T Die?"),
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Cherubini's Requiem in C Minor was performed,
Eduard Hanslich, the leading music critic of
Vienna and a warm friend of Brahms wrote:
tVienna does not lack a public which reveres
and seeks out the serious beauty of music,
But here, as elsewhere, one does not go to
concerts for the express purpose of attending
his own funeral-first Protestant and then
Catholic' (5, pp. 16-17). )

Brahms's father died in 1872, The elder Brahms who
had remarried several years before, was survived by hls widow
and a crippled son, Johannes Brahms took it upon himself to
provide continual financial support for his stepmother and
her son, whom he set up in business, Brahms maintained
this arrangement and continued the bond of friendship with
his stepmother throughout his lifetime,

For a decade, now, Brahms had been & famous and success-
ful man, honored and sought by much of the Western world,
Several universities conferred honorary degrees upon him
(2, p. 14). His chief competitors in the fleld of composition
were Wagner and Wolf, Brahms was extremely critical of his
own compositions and was very reticent about his creative
work as indicated in the following:

He was constantly refusing offers from publishers

and managers which, but for his unyielding artistic
rectitude and the unigue severity of his self=-
criticism, would have brought him substantial

wealth (11, p. 65).

The period from his middle forties to his sixtieth year

were the most fruitful years of his 1life, It was during this
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time that he wrote most of his best and most well-known

vocal literature, However, after his sixtieth year the de-
mise of his life set in rapidly. Most of his old friends

had passed on and in the spring of 1896, Clara Schumann lay
near death, She died on May 20, 1896 and Brahms hurried from
his summer stay in Ischl to attend the funeral, It 1s said
that the agitation caused from missing & train connection, a
cold contracted on the trip, and the emotional shock at
Clera's death caused an attack of jesundice which was the bhe-
ginning of Brahms's fatal illnes (9, p. 166),

Brehms's i1llness was later dlagnosed as cancer of the
liver. Although he was not told, the doctors consldered
Brahms a terminal case, He declined steadily and died on
April 3, 1897. He was buried in the Zentralfriedhof, in

Vienna near the tombs of Mozart, Beethoven, and Schubert,
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CHAPTER III

MUSICAL STYLE OF BRAHMS REFLECTING
HIS LIFE AND TIMES

General Characteristics of Brehms's Musical Style

The musical style of Brahms reflects his individual per-~

sonality tralts, He was by nature an Introverted person,

"He disliked to have his true thoughts and emotions inferred

from his demeoanor" (13, p. 145). He was fiercely independent

and never allowad himself{ to be in cliques, coteries or

"schools,"

Brehms was content to be like the great Jchann
Sebastian [Bach] and live within himself, un-
trammelled by outside influences, and write
music that was in him (11, p. 199).

Brahms was self-disciplined, self-effacing (particu-
larly in regard to his compositions), and a conswmmate per-
fectionist., "To do one's level best is never in vain [he
wrote Kalbeck]. The benefits of his need not necessarily

show in the place you intended" (13, p. 172).

He refused to allow anything to be printed until
it had passed the most punctllious scrutiny

(11, ps 201).

Perfection of detail 1s the first sign of the
artist, and no one realized this better than

Brehms (11, p. 199).
32
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It 1s well-known that Brahms spent years working end
reworking his compositions. One outstanding instance of
his persistence may be seen in the re-writing of his

Trio in B Major., Thirty-seven years after its publication,

Brahms completely rewrote this work:

You wouldn't guess [(he wrote to Clara Schumann
in September, 1889} , on what a childishness I
have squandered be&utiful summer days., I have
written my B Major Tric once more, and cen call
it Opus 108 instead of Opus 8., It will not be
80 muddled up as it was-~-but will it be better
(13, p. 169)7?

After he had received his first creative idea for a plece,

he deliberately allowed it to lie dormant for months or
Years at a time, Brahms's own description of his process
of creation is of interest here:

What is preperly called invention, or a really
musiceal idea, i3, so to say, a gift, an in-
spiration which I cannot further or encourage

in any way, At the time I must disregard this
'gift' as completely as possible, but ultimately
I have to make it my own inalienable property

by incessant labor, And that will not be
quickly accomplished, The idea 1s like the
seed-corn; it grows imperceptibly in secret,.
When I have invented or discovered the beginning
of a song such as 'Wann der silberne Mond', , , ,
I shut up the book and go for a walk or take up
something else; I think no more of it for perhaps
half a year, Nothing is lost, though, VWhen I
come back to it again, it has unconsciously taken
a new shape, and is ready for me to begin working
at it (5, p. 69).

The economy of style which characterizes Brahms's

works may have been a result of his humble upbringing,
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Few artists have ever shown & more peasant-like
economy of materlal, or schieved thereby a

more unpeasent-like opulence and a more, artis-
tic unity (13, p. 301,

We are reminded of hils peasant streak by their
[Brahms's compositions] terseness, conservatism
and simplicity . . . neerly everything he wrote
1s out~of-door music based on the folk songs

(13, p. 315),

Brahms possessed a lively sense of humor and was fond
of practical jokes and hoaxes, Later on in 1ife his humor
sometimes turned to sercasm, On one occasion he remarked
upon leaving a party: "If there is anybody here whom I have
forgotten to insult, I beg him to forgive me" (7, p. 332),
In the letters of Brahms one finds many instances of his wit
and humor but these qualities are less obvious in hig music,
His music is not alweys somber but it seldom calls forth a
response close to laughter, His naturally serious bent
domineted his more playful moments, Several compositions
which he wrote as farces or parodies, he himself, destroyed
before they could be published (13).

Many writers agree that it is in the art of thematic
development in which Brahms excelled, The art of developing
the original idea requires:

e o« o Not merely a completle mastery of every har-

monic and contrapuntal resource, and the instinect

to datect in the germ of a theme its latent poas-

sibilities, but a strongly poetic invention to

control the different phases of the theme and to
present them in such a successicn as will enhance
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their beauty or eloquence, This, too, is an
art that is as applicable to vocal music as
to instrumental (5, p. 72).

e « o very early he [ Brahms] seized upon
Besthoven's inventions, the germ-motive and
source motive, and carried them even further
than his predecessor had (13, p. 301),

Never, since music was a conscious art, have
the ideals of its structure been so continually
fulfilled as they were with Brahms, His power
of handling his materials sc as to bring out
every beeutiful aspect of every theme, is sur-
passed by none of the old masters, not even
Beethoven (5, p. 70).

One of the most obvious of the characteristics of
Brahms's style is his affinity for the folk song, DBesides
the musical factors which point to the influence of folk
song on Brahms there is much evidence from his activities
that he was interested in this simpls form. Some of these
activities were: (1) arranging folk songs for a male choir
as early as 1847, (2) using a folk song as the slow movement

of his first composition (Sonata in C Major for Piano,

Opus 1), (3) winning success outside his native land through

his arrengements of Hungerisn Dances, (L) arranging a set of

folk songs of Germany in the Volkskinder Lieder, published

in 1858, (5) collecting forty-nine actual folk songs which
were published in 189, and (6) publishing as his last compo-
sition, a set of orgen preludes on the chorales that ", , , are

the rich heritage of the Tuetonic race. . ." (5, p. 66),
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Specific musical factors dealing with melody, harmony,
rhythm and form reflect Brahms's individusl musical style,

The outstanding characteristic of his melodies is that they
-are most often built on the degrees of the common triad,

The relationship between the bass part and the melodic line
was of particular importance to Brahms, He was careful to
weave these outer parts together in the best contrapuntal
fashion., It was Brahms's feeling that: "In writing songs

you must endeavor to invent, simultaneously with the melody,

a healthy, powerful bass, , ."(2, p. 21)., 1In this mode of
construction Brahms contrasts very sharply to his contemporary,
Hugo Wolf, who in his songs, ". . . glves absolute lead to the
planoforte, and emphasizes not so much the melodic line as the
most careful declamation in the voice part" (7, p. 270).

The harmonies which Brahms used ere described by some
writers as being somewhat conservative for his daey: "Brahms
was a far more assured master of design than he was of
tone-coloring" (5, p. 75). However, other writers-credit him
with great harmonic inventiveness:

Brahms's harmonic idiom . . . is characterized by
exuberant invention, a fullness almost too rich

to compress within four parts, and unexpectedness

which keeps the listener on the alert for surprises,
[compare Beethoven's Violin Concerto in D Fejor
with the Violin Concerto in D Major by branmégj and

sometimes a flavor of preBachisn influence an
archalc modes [ Andante moderato of E Minor Symphony )

(13, p. 313).
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Brahms was fond of dissonance but was very careful in the
way in which he used them, Regarding dissonances, Brahms
sugpested:

e « » 8nd no heavy dissonsnces on the unaccented

parts of the bar, This is weak, I am very fond

of dissonances, you'll agree, but on the heavy,

accentuated parts of the bar, sand then let them

be resolved easily and gently (2, p. 21).

Brahms's works are characterized by rhythmic variety.
He had a superb command of metricel resources and was
accustomed to the use of cross-rhythms, particularly two's
against three's (11), It has been sald that his use of
rhythm was one of his most outstanding contributions:

Mr, C, F, Abdy Williams has well sald, in araaking

of the pianoforte Rhapsodle, Opus 119, No, L,

e o o We believe that in no direction was his
work more important than in the impetus he gave to

the cultivation of & high, artistic, end intellec~
tual sense of rhythm' (5, pp. 73-74).

Brahms did not introduce any new forms tut preferred to
work within the framework of the exlisting classical forms,

Brahms, being in no straits for new ldeas, has
not the need which Liszt and other "advanced"
composers had of eltering the claasical forns

or experimenting in new ones, for &s long as he
lived the old forms, so far from hampering his
genius or confining his inspiration, seemed to
suggest fresh outlets for development ., , , less
conspicuous because the usual types of musical
form, those which are called classical, have been

employed (5, p. 70).
However, he did enlarge and extend the existing forms, Of

particular interest is the new emphasls which he gave to the
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coda sections of his compositions, This is a point of great

lmportance in his works particularly in the symphonies (5),

Specific Characteristics of Brahms's Musical

Style Relating to His songs

It is in his songs that Brahms may be recognized
as a great master of melody (12, p. 353).

Having related the outstanding charscteristics of
Brahms's musical style in general it 1s necessary to observe
what particular characteristics give the songs of Brahms
his own individual stamp. These characteristics will be dis-
cussed as they relate to the baslc musical elements of
melody, harmony, rhythm, and form,

The folk-like quality of Brehms's songs which was re=
ferred to in the beginning of this chapter resulted primarily
from the two types of interval structures which he used in
his song melodies, One type has already been mentioned: the
tune based on degrees of the common triad., Schauffler refers
to the other as a "trapeze tune," These tunes revolve around
a particular note or "axis" like "an athlete's body about the
bar of his trapeze. . ." (13, p. 308). Schauffler's theory
is that this tendency developed from a folk chant which is

very familiar to the children of most countries:
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Variations of this "trapeze tune" cccurs in each of the
fourteen children's folk songs which Brahms arranged for
the children of Clara and Robert Schumann,

Another technigue of Brahms was to begin a piece with
the interval of a rising fourth:

Of 63 folksongs for adults and children which
he arranged for solo voice and piano, 36 be-
gin thus, Here the folk songs may be imitating

the Inflections of common speech, to which it is

close, for it i1s natural to begin many sorts of
sentences with the rise of a fourth (13, p. 312),

As has been pointed out in Chaper I of this paper,
instrumental music took on more importance in the Romantie
era than it had attained during the Classlc era, This
emphesis on instrumental music becomes apparcent in the well
developed pieno accompaniment of the songs of Brahms,
Brahms was careful, however, to maintain a delicate balance
between the voilice part and the plano accompanliment, He
accomplished this through an interplay (of harmonic, melodic,
and rhythmic materials) between the piano accompaniment and
the voice part,

A further feature of Brahms'smpgs 1s their
splendid organic unity and completeness, He
links the different parts of a composition,
as well as the volce part and the piano
accompaniment, by the use of simllar motives

(70 P. 270),

Particular rhythmic features of Brahms's songs are:

(1) the dactylic J J'J'and anapaestic J'J'd motion used,
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(2) the slurring of unsccentsd notes over to accented ones,
(3) the use of syncopation, (4) ", . ., making music with
one time signature sound as though 1t had another, , "

(13, p. 305), and (5) wuniformity of rhythm between words
and music (12).

Brahms preferred the strophic form in a song:

e + o« but this did not exclude a somewhat free

handling of his favorite strophic form in the
accompaniment, and a varled or modified setting
of the different stanzas of the poem (12, p, 38L4),

Brahms once said to Jenner: "I am fonder of my little
songs than of my big ones" (12, p. 354). By "little ones,"
it is taken to mean that he felt a successful song in strophic
form was more to his liking than any other,

During the Romantic period the relationship between the
muaip and the poetip text became very important, Since the
Romantic elements in music were inspired by the poetic texts,
the Romantic composers tended to sllow the text to become the
predominate factor in theif musical compositions, In Brahms's
songs one finds that he pays very close attention to the text
but this interest does not override his concern for a beaun-
tiful melody,

The composer values before sll else a fluent,

rhythmical and expressive melodic line, care-
fully adapted to the text (7, p. 269).
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The main thing in his ( Brahms's ) eyes was al=-
ways a clear-cut beautifully conceived melody,
and a decided handling of the bass on good
contrapuntal lines (12, p. 355).

Having established the nature of the reletionship of
Brahms's music to his poetic text, it 1s necessary to in-
vestigate the type of texts which Brehms preferred, The
quality of these texts, the socurces which he used for these
texts, and the subjects which Brahms most frequently chose
will be cited,

Authors differ in thelr evaluations of the quality of
the texts which Brahms chose for his songs, Brahms, who, as
a child, collected books, was extremely well-read and had
fine literary taste., As an adult, he had a particularly
fine collection of the works of the German poets, The
Romantic poets of the early and mlddle part of the period
predominated in his collection (12), As Fuller-Maitland
says:

It was not by mere accidsnt that the literary

standard of the words set by Brahms was always

so remarkably high. He paid the closest atten=

tion to this matter, and was accustomed to

write out poems which took his fancy in note-
books carried about in his pockets (5, p., 161),

However, there are those who feel that the quality

of his chosen poems was not consistently as high as it

should have been:



Brahms' choice of words was often far too much
prompted by purely rmusical conslderations and
polnts of view, and too little by purely human
considerations, to be always worthy of his un-
commonly wlde reading and good literary

taste. . . (12, p. 359).

A study of Brahms' songs cannot help but show
that the literary value of the poems which he
set to music is uneven and of'ten disappointing
(6, p. 18L),
In choosing the words for his songs, Brahms was guided far
less by the poet than by the atmosphere or mood which he
discovered in the poem (12).
e ¢ 1t was the lyrical feeling of the poetry
that was the really inspiring element , .
As long as a poem appealed to his live imagina-
tion and was sufficiently well concelved in
wording and phrase , , . everything else could
be left to his own inventiveness (6, p. 185),
This method of choosing his texts has been called ", , , a
thoroughly Romantic proceeding" (12, p, 358), and this
approach may account for the suggested uneveness of the
poetry which he set to music,
Brahms, unlike Schubert, Schumann, Franz, and Hugo
Wolf, had no particular favorite poets whose entire series
of poems he set to music, He did show a preference for
GSeths, Schenkendorf, Eichendorff, Uhland, Holty, Platen,
Ruckert, Holderlen, Halm, Hoffmann von Fallersleben, Tieck,
Daumer, Heine, and Heyse among others, Of these poets he

N 5 prefers the simple natures, full of homely sentiment

K2
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and the elegiac love-poets, such as Holty, Pluten, and
Daumer" (12, p, 357). The poems of Tieck were used in a

song cycle which tells the story of Magelons, Opus 33,

A set of eight of Daumer's moody eleglac love-poems can be

found in Acht Lieder und Gesange, Opus 57, Among his cone

temporaries Brahma favored Freytag, Heyse, Keller, Count
von Schack, Hermann Lingg of Munich, Bondenstedt, the Balt,
Hans Sehmidt, and the Swiss, Adolf Frey (12).

In respect to the subject matter which Brabms chose
for his songs, it is interesting to note that he primarily
chose poems which expressed sentiments of love,

In glancing over Brahms' songs, however, one is
struck by the narrow renge of his subjecta, While
Schubert's interest coursed wide over the whole
expanse of human thought and feeling, his succes-
sor's interest seems to heve been chiefly focussed

on the single theme of love with which most of his
Lieder are concerned (13, p. 323).

Brahms! love songs assume a governing importence

(2, p. 19).
The subjects and moods of the songs of Brahms include songs
of happy and unhappy love, songs expressing wistfulness and
sadness, songs about nature, death, and a few songs expressing
humor, The more well-known songs of wistfulness and sadness
were nearly all composed after Brahms reached middle age (13),

In general) Brahms's songs do not show a great deal of

development from his first song to his last, With his first
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publishad song, Liebestreu, Opus 3, No, 1, he set his pace

and continued at this high level throughout his lifetime of
song writing.

e s« o his style development kept within remark-

ably narrow limits., This is above all due to
the unusual precocity of his talents, very much
in contrast to Wagner's, Brahms started as a
fully mature artist, Schuwann judged quite
correctly when he saw in Brahms 'cne who would
not bring us mastery in gredusl developmental
stages but who, like Minerva, would spring
fully armed from the head of Jove'! (6, p., 202),

The elements of Brahms's musical style which have been
discussed in this chapter demonstrate that throughout his
song writing career Brahms malntained & prefercnce for melody
over the poetic text, and continued hils close tles with the
classical forms, Because of these baslc preferences he is
regarded as a Neo-Classisist, However, his Innovative use
of harmony and rhythm, his mastef} of thematic development,
and the mood painting which he accomplished in hils songs,
also allow him to be comfortably placed within the century

of his Romantic contemporarles,
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CHAPTER IV

SELECTED COMPOSITIONS FOR SOLO VOICE REFLECTING

THE LIFE AND TIMES OF BRAHMS

Brahms wrote approximately two hundred original songs
for the solo voice. This does not include his collections
and arrangements of folk songs in the volumes titled

Volkskinderlieder and Deutsche Vollksliedar, For the sake

of convenience his song writing career will be divided into
four basic perlods, These periods, which have been outlined

by one of Brahms foremost biographers, Karl Geiringer, follow
the chronology of Brahma's l1life, Each division 13 one in

which Brahms's song writing flourished and each has a character
of its own, These divisions are: the first period from 1851
to 1853, the second periocd from 1858 to 1863, the third period
from 1866 to 1886, and the fourth and last period, from 18806

to 1691 (11). |

First Creative Period: 1851-1853

During this first creative period there were eighteen
songs for solo voice written, These songs appear as Opera 3,
6, and 1 in addition to Mondnacht, which was published with-

out an opus number, The songs included in this period are:

L6
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Six Songs for Tenor or Soprano, Opus 3 (published in 18%Y)

I Liebestreu

2e LIebe und Llltii_lfz_}_f_il'Lg,t T

3. Liebe und rribling, 11

ke Lied avs dem Gedichi: !Ivant
5. In der Ironde
6. Lindes HRauvschen

Six Songs for Soprano or Tenor, Opus 6 (published 1853)

l, Spanisches Lied

2., Der Frihling
o Nachwirkun

a. Juchhe !

5. Wie die Wolle nach der Sonne
o« Naschtigsalien ochwingen

Six Songs for Solo Voice, Opus 7 (unpublished in 188))

Treue Liebe
24 Parole
. Ankidnge )
a. Voilzalied (Die Schwrlhle Ziehnt Fort)
Se Die Travernde
6, He imkehr

Of these early songs, Liebestreu, Opus 3, No, 1, is con-

sidered to be the most outstanding. According to

Puller~Maitland Liebestreu 1is:

e « « Oof matchless eloquence among strorhic songs,
the emotion of the passion illustrated rising.
with irresistible power to the climax, though the
means used are of the simplest, merely a gradual
acceleration of the speed, and & change to the
tonic in the third verse. . . Liesbestreu is the
song that stands first of all Brahms' vocal

works (8, p. 161).
Among other authors, Max Friedlaender, has this to say about

Liebestreu:
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With the very first of his published vosal
compositions, Brahms takes his place in the
front rank of the masters of song. Hera the
full promise is shown of the gravity and in-
trinsic soundness which chzracterized the
work of his maturity (7, p. 1).

Second Creative Period: 18658218613

It is in the second period that Brahms's deep love for
the folk song is particularly emphasized. It was during this
period that he began to study music from the past with great
interest and became very preoccupied with the folk song, In
this period belongs Opera 1L, 19, 32, Regenlied, the fourteen
Volkskinderleider, and twenty-eight Folk Songs, The

twenty-eight Folk Songs were written in the year 1858, but

were published posthumously in 1926, The songs included in
these opus numbers are:

Songs and Romences for Solo Voice, Opus 1l (published in 1861)

3 Vor dem Fenster
2, Yom Verwvundeten Knasbsen

a. Murrays Ermordung

4 Ein Sonett
5. Trennung
6, Geang sur Liebsten
S. Stlindchen

e« Sehnsucht

Five Lyrics for Solo Voice, Opus 19 (published 1862)

1. Der Kuss

2., Scheiden und Meiden
. In der Ferne

a. Der Schmied

S. An eine Woisharfe




L9

Songs and Melodjes from the Verses of Aug, v, Platen and

G, ¥, Daumer for Solo Volce, Opus 32 (published 1860)

1.

0O =) O'\y'lw n

Wie rafft! ich mich au’ in der Nacht

Nicht mehr zu dir zu pohen, beschloss ich

Ich schleich umier

Der Strom, der neben mlr verrauschte

Wehe, so willst du mich wiecer, hemmende Fessel
Du sprichst, dass icli mich THuschte

Bitteres zu sagen denkst du

So_stehn wir, ich una meine Welde

Wie bist du, meine hinigin

Third Creative Period: Part I, 1866-1875

The third creative period covers a span of approxi-

mately twenty-two years and was the most productive in

Brahms's song writing career. Since this span of time in-

cludes a great many songs, the period will be subdivided into

two sections, the first ending with 1875, Solo vocael works

which fall into these years are: Opera 33, L3, L6, L7, L8,
49, 57, 58, 59, 63 and the Ophella Lieder, Songs included in

these opus numbers are:

Romances from I., Tieck's Magelone for Solo Voice, Opus 33

(published in 1865 and 10069)

1.,
2.
3.

5.
6

Te
8.
9.
10,
11,

Keinen hat es noch gereut

Travn! boren un rriel sing put fur den feind
Sind es Schmwerzen, sind es rreuden

Liebe kam aus fernen Landen

S0 willst du des hrmen aich gntdipg erbarmen
Wie soll ich die treude, dlie wonne denn tragen
War es dir, acem diese Lippen bebten

Wir Missen uns trennen, gelicbtes Saitenspiel
Ruhe, Stlssliebchen

50 tonet denn, schiumende Wellen

Wie schnell verschwindet so Licht als Glanz




12, Mugs es eine Trennungz peben

13. Geliebter, wo zaudert dein irrender Fuss
x 1 [ Wie froh und frisch mein Sinn _sich hebt
15, Treue Liebe dauart Lauge

Four Songs for Solo Voice, Opus i3 (published 1868)

s Von ewiger Liebe

2., Dio Mainacht s
3o Ich schell mein Horn ins Jammertal

« Das Lied vom Herrn von Falkenstsin

Four Songs for Solo Voice, Opus L6 (published 1868)

1. Die Kriénze

2. Magyarisch

R. Die Schale der Verpessenhelt
« An dle Nachtigall

Five Songs for Solo Voice, Opus L7 (published in 1868)

13 Botschaft
2. TIicbesgiut

a. Sonntag
- 0 Eiohiiche Wancen

Se Die Liebende schreibt

Seven Sonuzs for Solo Voice, Opus LA (published in 1868)

dle Der Gene zur Liebstien
2. Der Uberliuler
. TLlebeskisge des Mddchens
ﬁ. Gold uUberwiert die Liebe
5. Trost in lranen .
6, Vevrgansen 1ot mir Gluck und Heil
Te Herbstgeiul

Five Songs for Solo Voice, Opus 19 (published 1868)

1., Am Sonntag Morgen
2. An ein Vellchen
a- Sennsucht

3 Wiegenlied
5. Abenddimmsrung




Songs and Ballads by G, F, Daumer for Solo Voice, Opus

57

(published in 1871)

Songs

1.

o= o Fw i
L]

.

% "
Von waldbekranzter Hohe

Wenn du nur zuwoiien Lachelst

___ES troumte mir, ich sci dir teuer

Ach wende diesan sSlick

In meiner NAchte Selnen

Strahlt zuweilen auch ein mildes Licht
Die Schinur, die Perl and rerle
Unbewepte laue Lultb

51

and Melodies for Solo Voice, Opus 58 (published 1871)

Songs

Blinde Kuh

Wihrend des Regens

Die Sproda

0 komm. holde Sommernecht
Schwermut

in der (asse

Voruber

Serenads

and Ballads for Solo Voice, Opus 59 (published 1873)

Songs

Ce
ﬁ.
g,
6.
To

DiEmmerung senkte sich von oben
Auf dem See

Repgenlied
ﬂaggylang

Agnes
E%ne gutes, gute Nacht

Mein wunaes Hderz verlangt nach milder Ruh

Dein blaues Auze

and Ballads for Solo Voice, Opus 63 (published 1874)

Frihlingstrost

Erinnerung

An ein Blld

An die 'Tauven '
Junze Liecdor i (Meine Liebe ist grln)
Junge Lieder 11 (Wenn um den Hollunder)
Wie trauilicn war cas bleclchen

0 wasst ich adoch den Weg zUruck

Tch sah als knabe Blumen blthn
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The Five Songs of Ophelin were composed in 1873 to a

German translation of Shakespeare's words by Schlegel and
Tieck, Brahms was living in Vienna at this time and counted
among his friends and acquaintances many persons prominent
in circles of art and science., Among these was Josef Lewinsky
who was a member of the Burgtheater in Vienna and his flancee,
actress Olga Precheisen, Brahms composed these songs for
'

Fraulein Precheisen who was to play Ophelia in Hamlet, ‘These
songs were intended to be sung in the fifth scene of the fourth
act when Ophelia i3 approaching madness, Brahms usually had
an aversion to writing any sort of occasional composition,
Lewinsky wrote to his finacee on November 29, 1873:

Brahmg 1is a dear fellow, He has kept his word

and has composed the Ophelia songs., . . He is

not sure whether you'll like the songs., He is

of the opinion that on the stage, something

simple often makes a greater effect, DBut you

will surely be able to feel yourself into the
spirit of folk-song in which they are concelved

(1: p. L),
The songs were first performed in 1873 with Lewinsky as
Hamlet and Olga as Ophelia, The songs have a sombre quality,

the only song brighter is the third selectlon, St, Valentine,

The Ophelis Lieder was sung without accompaniment in the play

and the fourth song was divided by spoken dialogue into three
parts, They were first published by Karl Geiringer in 1935,
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During these years, 1866 to 1875, Brahms maintained
his interest in the folk songs, not only of the North German
flavor, but also of Austria, Hungary, Czechoslovakla, and Spain,

This national folk interest is shown in Sonntag, Opus U7,

No, 3 (Germany), Wiegenlied, Opus L9, No, I (Upper Austria),

Von ewiger Liebe, Opus L3, No., 1 (Slavie), and Serenade,

Opus 58, No, 8 (Spain) (11).

During thils period also, Brahms found an interest in
poems which were influenced by ancient Greek and Roman lyrics,

Die Mainacht, Opus L3, No, 2 and Der Kuss, Opus 19, No, 1,

reflect in mood and meter this interest,
Many of Brahms's best love songs were written during

this period, The Botschaft, Opus L7, No, 1, Meine Liebe ist

grin, Opus 63, No, 5, and Liebesplut, Opus 7, No. 2 are fre-

quently cited examples (11),

Although tone-painting was not emphasized in Brahms's
songs there are several whlich do reflect this technique:
Die Krfinze (describing the dropping of tears), Regenlied,
Opus 59, No, 3, and Nachklang, Opus 59, No. li (describing the

monotonous downpour of rain), and Auf dem See, Opus 59, No, 2

(the undulating waves of the sea)., The coloristic detailing
which is present in these songs is included by Brahms with the

intention of creating a mood expressing a human emotion:



Brahms never loses him-self [ sie] in detail ., ., ,
he represents the sound of the rain and the quiet
rise and fall of waves ., . . in order to relate
these portrayals of Nature to the emotions which
f111 the human heart (11, p. 278).

Third Creative Period: Part II, 18765-1888

The songs in the second part of Brahms's third creative
period include: Opera 69, 70, 71, 72, 84, 85, B6, 91, 9L,
95, 96, 97, 105, 106, and 107. The songs included in these
opus numbers are as follows:

Nine Songs for Sole Voice, Opus 69 (published 1877)

1 Klage
Klage
Abschied
Des T.iebsten Schwur!
Se Tambourlisachen
6. Yom Strando
E. Uber dio oee
. Salome

9, WHdchenfluch
Four Songs for Solo Voice, Opus 70 (published 1877)

e

de Im Garten am Seegestade
2, Lerchengesang

3. Serenads

i, Abendregen

Five Songs for Solo Voice, Opus 71 (published 1077)

Le 'Es liebt sich so lieblich im Lenze!
2o An den Mond

3 Geheinmnls

j, Wiilst du, dass ich geh?

5. ¥innelied

Five Songs for Solo Voice, Opus 72 (published 1877)

il Altse Lisbe
2., Sommeriaden
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3. 0 kuhler Wald
5 }hrznnqg
5. Unlberwindlich

Romances and Songs for One or Two Voices, Opus 8] blished
in 18E2) - -  {pu :

B Somme rabend
24 Der Kronz
ﬁ. in _den Leoren .
P Verpgebliches stendchen

5e SPANNUNE,
Six Scngs for Solo Voice, Opus_85 (published 1882)

i Sommerabeqﬂ

2, Mondensche in
3. Midchenlied
,-I-t Ade!

5. Frihlingslied
6. In Waldeseinsemkelt

Six Songs for a Lower Voice, Opus_86 (published 1882)

e Therese

2, PFeldeinsamkeit
3e GachcwandI@r
e

5

ber die laide
. Veraunken
6. Tode s sehnen

Two Songs for Alto Voice with Viole, Opus 91 (published 188l;)

de Gestillte Sehnsucht
i Gelstliches Wiegenlied

Five Songs for & Low Voice, Opus 9L (published 188))

1 Mit vierzipg Jahren
2. Stely sul, peliebter Schatten

R. Mein Herz i1st schwer
5

. Sapphische Ode
. Kein Haus, heine Helmat
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Seven Songs for Solo Voice, Opus 95 (published 188l)

p 78 Das Madchen

s Bel dir sind menine Gedanken
3 Beim Abschica

I-Iu Der Jhagor

5. Vorschno i Jinr Schwur

6, MAdcheniio

Ta Schfn war, das lch dir weihte

Four Songs for Solo Voice, Opus 946 (published 1886)

l, Der Tod, das ist die kuhle lecht
2. Wir wandelten

» ks schaven die Blumen
4, Meeriahre

Six Songs for Solo Voice, Opus 97 (published 1886)

: P Nachtipgall

Za Euf dem Schiffe

3. Envfihrung

L. Dort in den Weiden
Se Komm Bald

6. Trennuny

Eleven Gypsy Songs for Solc Voice, Opus 103 (publiished 1889)

1, Hel! Zigcuner
Hochpelln'mce
Wisst ihr wann mein Kindchen
Lieber Gott du welsst
5. DBreauner sursche .
. R851lein areio
Kommt dir manchmal in den Sinn
8, Horch der Wind
9, Weit una breit
10, Mond wernliilt sein Aungesicht
ily Rothe Lbendwollken

Fw o
. 8

~J O™
.

Pive Songs for a Lower Volce, Opus 105 (published 1889)

1, Wie Melodien zieht es
s Tmmer leiser wird mein Schlummer

ﬁ. Kiage
° Auf dem Kirchhofe

Se Verrat




Five Songs for Solo Voice, Opus 106 (published 1889)

1. _S_‘_t_:!}"ldchﬂﬂ

O Aufl den See

a. Es hing dop Hoif
. Meina Lloder

Ge Bin Wandoror

Five Songs for Sole Voice, Opus 107 (published 1889)

9% An die Stolze

Ce @hﬂ}rlgnt_! ar

3. Das FEdeheén spricht
L. Meienkitzehon

5« MFHAdchenljed

The songs in the second half of Brahms's third creative
period retain many of the features of his earlier songs but
there are certain changes. As a whole the folk song does not
seem to play as blg a& part as it did In the earlier composi-
tions, However, a folk-like quslity is still retalned with

certain elaborations, The Romanzen und Lieder, Opus 8,

No. 1-5, songs in dialogue form for one or two voices, Verrat,

Opus 105, No. 5, Trennunung, Opus 19, No, li, and Therese,

Opus 86, No. 1, retain folk-like qualitles. Even the songs

which are based on non-Germen folk music of this period begins
to be more free in its conception, Songs of this category are:

Madchenlied, Opus 85, No, 3, Das Madchen, Opus 95, No, 1, and

the Zigeunerlieder (Gvpsy Songs), Opus 103, No. 1-11 (11),

During this period Brahms wrote fewer songs using poems

with settings of classical form and content, The only one
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which he wrote in that style was the Sapphische 0Ode,

Opus 9L, No. l.

The increesed varlety of mood which Brahms developed

in his more meture years may be seen in: Selome, Opus 69,

No, 3, Das Madchen spricht, Opus 106, No, 3, Beil dir sind

meine Gedanken, Opus 95, No, 2 and Lerchengesansz, Opus 70,

No, 2, Some scngs have a ballad-like character:

Entfilhrung, Opus 97, No, 3, and the ballads in Opus 75.

Other songs have characteristics of dramatic scenes as in
opera, Examples of songs having this quality are: Auf den

Kirchhofe, Opus 105, No, h, Kein Haus, Keine Helmat, Opus 9,

No, 5., Unuberwindlich, Opus 72, No. 5 deplicts the gentleman

who is suffering from an overdose of wine,

The Two Songs for Alto and Violas, Opus 91 were written

by Brahms for a life-long friend, Joseph Joachim, the vio-
linist, At this time Joseph Joachim and his wife, Amalle,

a singer, were contemplating a dissolution of thelr marriage.
Brahms hoped that these songs would smooth over the antagonism
if Amalie would sing the songs while her husband played the
viola accompaniment, As 1t happened, Frau Joachim sang the
songs for the first time at a concert in Vienna on January 7,
1886, to the viola accompaniment played by Joseph
Hellmesberger (7).
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Frau Elisabet von Herzogenberg, a life-long friend of
Brahms's wrote to him concerning the first of the Two Songs

for Alto and Viola, Gestillte Schnsucht, saying:

About the alto song I would rathsr not say any-
thing until I have heard it properly rendored
with the viola, In the meantime I am studylng
both parts, and am already In love with the
wonderful cadenzes, particularly the Wann
schlaft ihr, wann schnleit lhr eln . , , with
the beautifuvl G minor, ¥ major and the melody
80 beautifully taken up by the viola from the
alto, But the Llspeln der Winde is very diffi-
cult, even for & talented sinper, Why are you
80 cruel, turning women into oboes or violins?
Is this why you begin with B like another cruel
man [Baethoven] ? How thankfully the throat
relaxes for the softer Sie lispeln dia Welt in
Schlummer (7, p. 154).

The second of the Two Songs, Gelstliches Wiegenlied,

was first written in 1863 and was sent by brahms to Joseph
Joachim and his wife who had been married earlier in that
same year, However, later on Prahms withdrew hls gift be-
cause he was not satisfled with it, The version which is
now printed is the second version published in 1908. The

familiar song which appears in Gelstliches Wiegenlied, 1s

the beautiful old melody, Joseph, lieber Joseph main which

appeared in writing as early as the fifteenth century, This
melody has often been used by composers including Liszt,
Smetana, Humperdinclk and Max Reger (7). Hugo Wolf set this

same poem to music in his Spanisches Liederbuch (7).
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The Two Songs for Alto snd Viols reflect again

Brahms's interest in nature es well ns the folk song in-
fluence, The love which Brahms had for nature can be

further illustrated in the songs Feldeinsamkeit, Opus 86,

No, 2 and Der Tod, das ist die kiuhle Nacht, Opus 96, No, 1

Outstanding songs of this period which have not yet

been mentioned are: Minnelied, Opus 71, No. 5, inspired by

Austrian dance music, Alte Liebe, Opus 72, NWo. 1, describing

the dreamy mood of a spring day, the moody Immer leise wird

mein Schlummer, Opus 105, No, 2, Stendchen, Opus 106, No, 1

and the last song of this period, Madchenlied, Opus 106,

No, 5, This last song contains a bit of realistic writing

describing the regular rhythm of a spinning-wheel,

Last Creative Period: 1888-1891

Brahms's last creative period includes only two solo

vocal works: the forty-nine Deutsche Volkslieder begun in

the first period but notcompleted until 189, and the Vier

ernste Gesiange, Opus 121, The latter was completed on

Brahms's sixty-third birthday, May 7, 1896 and published a
Year before his death, This work was originally composed

for solo bass voice (7).

It has been said that the Four Serious Scngs were in-

spired by the death of Clara Schumann, However, they had

already been completed before her death (13). In a letter
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to Clara Schumann's daughters Brahms referred to these songs
later, saying:

If a book of Serious Scnma arrives shortly,
do not misinterpret Lhe gift, Quite apart
from the dear old habli ol wriling your name
firat, the songs also concern you most
seriously. I wrote them in the [rirat week
of May [that 1s, in 1896, the yeer of Clara
Schumann's death|{; I am often occupled with
words of that kind, but I did not expect to
hear worse news of your mother--but there is
often something that speaks and works doep
down in one, almost unconsclously, and at
times it may well clothe 1ltself in sound, as
poetry or music. You cannot Lry the songs
over, for the words would be too moving lor
you at present, But I ask you to regard them
as really a funeral offering for your dear
mother and to lay them aside (13, p. 360).

Puller-Maitland describes the content of ths Four Serious

Songs in this manner:

e o« o We begin with a reflection that as
death is common to man and beast alike, so
there is no assurance of a difference in the
future state between one and the other , . .
The next song seems to say, 'Even 1f there
be no future life, the dead in their perfect
unconsciousness are to be envied, rather than
the 1living who must see around them troublo
and sorrow they cannot relieve.' The some
iden leads, in the third song, to the praise
of death when it comes to the poor and af-
flicted; and this is in some ways the most,
beautiful of the four . . . With the last of
the four songs we change from the gloom and
uncertainty of the hope of immortality held
out in the 014 Testament and Apocrypha to the
Christian conviction, and to the love that
spreads abroad to all mankind as the result
of that conviction. . . it is difficult to
imagine a happler ending to a glorious crea-
tive career than this song [the last of the
Four Serious Songs). . « (B, p. 187-1868),
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It was wlth the Vier ernste Gcagngp (Four Serious

Songs) that Brahns closed not only his career in song
composition, but also his composlition in the other areas

in which he had been active throughcut his lifetime, The
only other writing which he asccomplished before his death
was the arrangement of a set of eleven chorale preludes for

the organ, These were not published until 1902 (8),.



9

10,
11,

12,

13,

15,

CHAPTER BIBLIOGGRAFHY

Brahms Johannes, Ophelis's Lieder, New York:
G. Schirmer, 1935,

o oSamtliche YWerke, liader und Gesange,
(26 vols,). Teipziy: bBreltkoph-und Hartel,

1949,

o« Vier ernate Gesanra, New York:
Assocliated Musle Publlishers, lnc,

-- - —

e 4wel Gesuanpe., Berlin: N, Simrock,

Evans, Edwin, Handbook to the Vocal Works of Johannes
Brahms, London: Wm, Heeves, 1912,

Friedlasnder, Max., Brahma's Lieder, London: Oxford
University FPress, 1970,

Fuller-Maitland, J, A, Brahms, London: Hethuen and
Company, 1911,

Fuller-Maltland, J,. A, "Phe Growth and Development of
Music," Groves Dictionary of Music and Musicians,
New York: Facmillan Compey, 1907,

Gal, Hans, Johannes Brahms, New York: Knopf, 1963,

Geiringer, Karl, DBrahms, New York: Houghten Mifflin
Company, 1936,

Murdoch, William, Brshms, London: Rich & Cowan, LTD.,

1938,
Niemann, Walter, Erahms, New York: Tudor Publishing
Co., 1937,

Schauffler, Robert Haven. The Unknown Brahms, New York:
Crown Publishers, 1940,

Vanson, Fredric, "Brahms' Four Serious Songs." Cholr,
Sl (June, 1963), 10L.

63



CHAPTER V
HISTORICAL PERSPECTIVES ON BRAHMS

The purpose of this chaper is threefold: (1) to
explore the attitudes of the contemporaries of Brahms, that
is, the general public, music critics and fellow musicians,
toward Brahms's compositions; (2) to discuss the nature
and extent of the contribution of Jlirahms to the development
of German Lieder; and (3) to present concludlng remarks re-
garding the relationship of the 1ife, times, and personality
of Brahms to his solo vocal works,

The works of Brahms were not well accepted at firat by
the majority of his contemporarics., FPrimarlily, Drahus's
music stood in great contrast to the majority of the composers
of his time. When compared to the music of Wagner, Liszt,
Berlioz, and Wolf, the music of DErahms seemed cold and sparse
to the general public, From Schauffler we read:

The public looked upon Brahns as a simon-pure
classicist, and concluded that he musi there-
fore be cold and formal, People felt that he
had 'no melody,' that he was dry, abstruse,
philosophical, and that if the music was
occasionally tinged with emoticn, it was sor-
rowful, bitter, pessimistic emotion (9, p. L52).
To further illustrate the tenor of public feeling in regard
to Brahms's music the following excerpt describing an inci-

dent which occurred in Boston has been included:

6L
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Those were the days when Boston, then the most
musicel city in Americe, approvingly echosad
Phillp Hale's mauvails mot: ‘'Exit in case of
Brahms,! And the concert manager asctually
announced that a pausge would cccur before the
Brahmne numbér in order to ellow hostile
listeners to leave (9, p. 451).

In addition to the general public, many musicians of

the day were hesitant to espouse Drahms's music, Whether

this

was a genulne feeling on the part of each individusl

or an outgrowth of the apparent necessity of choosing be-

tween the "New Germans" on the one hand and Brahma on the

other cannot accurately be established., Varilous authors

have

From

conjectured upon this subject:

The feeling against Hrahms' wmusic seums often to
have stemmed not so much freowm en evaluation of his
music itself but, rether is an outgrowth of the
'political! feelings in which one must either swear
an alligisnce to either Brahms or Wagner (9, p, 451).

Gal we read:
For Wagnerians everywhere--and in the 1870's they

were increasingly in the ascendancey-dlsparage-
ment of Brahms was a basic principle of musical

politics (5, p. 233).

In addition, varioug critics who were very influential

followsd the neo-German line in their evaluation of Brahms's

music:

Jean F, Schuct, Leipzig's most respected critic,
expressed his regret in a discussion of the
German Requiem that Brehms lacked the courage of
rising to the freedom of form, especially as far
as rhythm and declamation are concerned, which
Wagner, Berlloz, end above all Liszt had pionecred
in such an epochal manner, Louis Lhlert, an im-
portant critical voice in Berlln, declared:
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'Brahms's music has no profile; it only has
an enfece [flat facel.' A French eritic

quoted by Weingsartner said: ‘He works ex-
ceedingly well with idens which he does not
have,! And George Bernard Shaw, who was a

music critic in his younrer days and a
staunch Wagnerian, called the German Requien
an advertisement for an undertaking es-

tablishment . . . (5, pp. 233-23}).

Schauffler states that:

Finck in New York, Runciman in London, and
Romain Rolland in Paris saw cye Lo eye with
Boston's anti-Brshmin, and were fully as in-
fluential as he, The old-fashloned partisan
feeling still ran high. It was felt that
one must swear alleglisance to elther Wagner
or Brahms, but could not care for both, It
was not done (9, p. 451) !

Brahnst's songs constituted the form of composition which
most befriended the public although even these works suf-
fered some censure, His songs were, for the most part, con-
sidered very difficult for singers of his own day, This
was particularly true in countries other than Germany,
Fuller-Maitland tells us:

It is within full memory of man that the average

English singer would not attempt to sing any=-,

thing by him . . . (3, p. 17).

Those songs which more closely resembled folk songs were
the most often performed:

Formerly even at a time when the Liebesliedor

were received with delight, there were very

few among the professional singers of London

who ever ventured to p&I‘fOI’m one of ths songs,

unless it were the Wiepenlied, Sonntag, or Die
Mainacht (4, p. 157).
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Perheps the reason the songs of Brahm: were attacked
as being unvocal was that the averspge singer usad this
accusation as a cover for his own lack of technique, Sip
Huber t Parry sugprests this in the following quotation:

The charge agsinst his songs of belng unvocal waa
& mere !'fecon de parler.' , . , bkven his simpler

—_——

songs are so original a8s to present considerable
difficulties both to singer and player, . . (3,
p' 17).

Brahms secmed not to care a great deal about the ad-
verse oplnions of others, particularly the opinions of those
who were counted as part of the neo-Cerman school, He re-
lied a great deal on his own intuition and the oplinicns of
those who were very close friends of long-standing., Among
those whose opinions he velued highly were: Clara Schumann,
Elisabet von Herzogenberg, and Joseph Joachim, Most of all,
however, Brahms relied on his own critical instincts,

s 4. e 1O (Brahmsz did not lag far behind his most

eritical opponents when it came to skepticlism
about his own work (5, p. 233).

It was through Brahms's continuing re-evaluation of
his own works and his diligence in seeking whst he considered
perfection, that he finally earned for himself & place among
the great composers:

TR g oby o oyt o

raised (by his self-criticism ] than that of any
other composer (9, p. 168).
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s o o fow song-writers hove mainteined so
consistent a standard [as Hrahms ) (11, p. 253),

Gradually the tide of opinion began to chanpge ro-
garding the value of Brehms's music, Lven some of the
members of the neo-Cerman party began to realize worth in
his compositions:

Weingartner who was an excellent musician and
well-known conducter and a menmbor, althourh
described as objective and moderats, of the
new=German party, wrote in e dlsepproving
manner about Brahms but later radically chnnged
his opinion, At that time, however, at the
turn of the century, it seems to have bsen lume
possible to belong to one party without unre-
servedly condemning the other, OSuch cAszes

show that no objective critaria exists when the
essence of a Jjudpgment of artlstlic value 1is at
stake (5, p. 235).

From Murdoch we read:

The symphonies of Brahms may have been diffjcult
for the Viennsese and the Leipzipgers to dipest at
a first hearing; but the musicians could under-
stand them, and asked for repeat perflormances,
while even the 'antis! cculd not dismiss them asg
bad music (8, p. 189).

As the music of PBrahms became gradually more accepted
by his contemporaries in his native Germany, this acceptance
spread to other countries where German is spoken, to the
English speaking countries, and finally throughout the entire
world,

If audiences are to bs any criterion, the
Lisztian influence has waned considerably of
late; the classical form has won, and a

Brahms symphony can now hold its own as &
'drawingzagd' all the world over (8, p. 189),
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e ¢ o 80 much has happenad in the last few
years to render these [(mlspivings sbout
Brahms's music ) less and loss, that, at the
present time, the Brahms-cult may be said

to have acquired new vipor. Feople beglin
to see that qualities forutrly reparded as
deserving of reproach are reslly of quite
another kind: and that the 'L‘_'J"I“l 'musician's
music,' which has been frequently app Iied in
& sinister sense to the works of bralms, 1s,
in truth, the very highest complimsnt which
could be peid to them (3, pp. 5-6).

e ¢ by the beginning of our century, Brahms
had taken root, . . . in the German and
English-°pealinb countries only. 3incs then
his stature has grown immsasurably, and his
music bas conquercd the whole world, very
gradually end without any discernible EX-
ternal reasons, Today iL steys where Blilow
had envisaged it: on a level with the works
of the greatest masters of all time (5, p. 236),

There are several charactaristics wiileh are mentionsd
over and over agein by those who have written regerding
Brahms's contribution to German Lieder, These are charactor-
istics which Brahms contributed through his own individual
qualities to the body of Lieder literature, His songs are
characterized by expressive but not dominsnt piano accom-
Paniments, carefully interwoven bass lines, inventlve meledic
lines, perfection of formal structures and a high consistancy
of quality of all musicel elements (7, 11, 12, 13),

Brahms was influenced by both Schumann and Schubert,
but he was influenced primarily by Schubert, "In his songs,

Brahms took Schubert as a model" (12, p. 468),
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It (Brahn:s's composing idiom] shows traces of
Schumann'a influence, especially in some of
the earlier works, but it wes far more deeply
alffected by Schubert (11, p.

250).,

In his compositions Schubert was the first to elevate
the song from chiefly a diversion to a form capuble of
expressing profound ideas and emotions (7)., In addition,
Schubert was the first to use poebic texts of his contem-
poraries, for his songs (7). Although Schubert instigated
& reliance on the poetic text, his primary Interest was the
musical setting for which he would secrifice hls poetlc
interest (11).

Schumann, Brehms's early mentor, further extended the
dependency of the Lied upon the poetic text through his
emphasis on retaining correct word declemation in song. In
addition, Schumann introduced new planistic and harmonic
techniques into the song repertoire (7).

Brahms continued the development of Lieder but along
lines closer to the songs of Schubert than of Schumann, That
is, Brahms approsched his song-writing from a prodominantly
musical standpoint rather than a litorary one, "Brahms had
less regard for the words of a poem than did some of his
predecessors or contemporaries' (7, p. 1761). Yet, 1t is not
correct to say that Brahms's songs constitute & retrogrossion
of the Lieder, The level of perfection which Erahms brought

to this art form constitutes an elevation and solidification
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of the most significant fentures of Cerman Liedor, "All
of the best tendencies of the nineteenth century were
summed up In the songs of Johannes Frabhms" (12, p. 614),
Coertain conclusions may be drawn from the information
in this paper regarding the relationship of the life, times,
and the personality of Bralms to hls solo vocul works, In
Chapter I it was stated that Bralims was aware of the poli-
tical events taking place in Germany during his lifetilme,
Certain compositions which he wrote attest to thls fact,
However, very little of this awareness 1s expressed in his
vocal works, It seems thut he conslidered the song form to
be a form in which the intimate emotiens could most appro-
priately be expressed, His songs oflen denl with situations
which are either domestic (conversations between mother and
daughter), personel (expressions of passionate or unrequited
love, sorrow, depression, sympathy), or are expressions of the
beauty of nature, The folk song stands as the medium through
which Brahms expressed his nationallstic feellngs, WUls use
of the folk song idiom both in musical and poetic style is
his more subtle way of declaring his political allegiances
and concerns, Yet Brahms was not an extreme nationalist,

Fis cosmopolitan view is expressed in his Interest and use

of the folk song style of other countries,
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The sweeping social changes which were brourht about
by the political events of the 1ste elghteenth and early
nineteenth centuriles ensbled the composer {o become an in-
dependent artist, Composers were no longer bound by either
the church or by the couris to write in a papticular musical
style, a specific form, using & specified subject matter for
& particular occasion, Romantlc cumposers considered the
most noble muslc that which was written with no particular
purpose in mind, The composer could follow the dictetes
of his own artistic inelinations, Belng socially independent,
he could choose the musical style in which he wished to com=-
pose, the form in which he would express his ideas, and the
subjects about which he would write, The Impetus for his
composition could come from many sources: he conld write
music for a particular occssion, ha could write music as an
expression of his emotion, as an act of friendship, or for
the sake of writing music (that is, art for art's sake),

In his 1ife style, Brahms was Just such an artist as
has been described sbove, He was independent, bound by
neither church nor courtly favor, financlially independent,
and pursued a musical style wihich was uniquely his own, He
disliked writing occasional pileces, although he did several
times during his song writing career, Many of the songs

which he wrote were inspired by friendship, Other songs
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took their inspiration directly from the poetry of his
contemporaries, another Romantlc procedure, In any case, the
musical style, form, and subject matier of his solo voecal
works reflect his own individual characteristics determined
through his own choics,

The arts were stimuleted by, and in turn stimulated,
political changes of the dey, The development of the revo-
lution in the arts resulted in Komanticism, Homanticlsm
enocompassed many trends and ldeas which represont varled
reactions to these social and political chenpes, In both the
fine arts and in music, two distinct reactlions are apparent:
one in which the artist tried to ecotablish order out of
chaos and one in which the artist was caught up in the ex-
citement of change and perpetusted change, For the most
part, Brahms belongs to the group which endesvored to ea-
tablish order from chaos, His songs reflect this tendency
through his continued use of the establlished classical forms
(in song, perticularly the strophic form), end dominant
position which he gave to musical considerstions above con=-
sideration of poetic texts, his Interest in poelry of the
past as song texts, the balance which he maintained between

vocal line and planc accompaniment, and the interplay of the

bass and melody lines.
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The above characteristice point to & particuler bent
toward restraint on the part of the composer, ThLis restraint
which is present in Brahms's songs further menifested it-
self In limited variety of mood, somewhat conservative har-
monic style, and somswhat limlted subject mattor, These
characteristics are consistent with hls individunl person-
ality traits as they are manifested in hils masical taste,
Brahms was a person who was hesitant to expose his inneprmost
feelings, He was known to be careful, procise, solf-discl-
Plined and self-effacinz regarding hils compoaltions, 1In
short, Brahms was a perfectionist., Because of those quali-
tles, his songs attained a consistently hich level of
artistic achievemsnt, Yet,because of those same gualities,
Brahms may not have reached the heights of & more expressive
Romantic creation,

As mentioned earlier, Brahms's 1life style wss much In
keeping with his own times just as there is also much to be
found in these songs which reflect his Homantic tendencles,
Brahms does attain many innovative uses of harmony and ruythm,
His other Romantic tendencies are reflected in hils mastery of
themstic development, the mood peinting which he accomplished
in his songs, his emphasis on love songs, his use of nature

imagery, his interest in Germanic song heritage, his occa-

sional tone painting, his enlargement of existing forms and

his reliance upon the poetic expressions of his contempora-

ries,
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Vocal composition and particulariy the sclo song was
a favorite form of expression for BEralumy thvoushout his
entire lifetime, It is interesting to note that some of
his earliest compositions were written in song fowm end
that the last totally originel ercative effori of his 1life
was a set of songs for solo voice,

Through a careful study of tho songs, which 1s essen-
tially an intimate form, one recelves & uninuely personnl
8limpse of Brahms, the man, His soups ere perticularly
effective in reflscting the most subtle aspects of thls man's
perscnality, his character, his backpround and the times in
which he lived, A thorough study of these sonzs i3 not only
musically satisfying, but also extremoly helpful in enabling
one to gain a complete picture of the total personality of
this great composer, :

Brahms made a great contribution to the song literature
of the Romantic era. He not only enhaznced the Lieder with
his own particular musical gualities, but he also preserved
its original form and character, Thus, in solidifying the
Lied ana making 1t durable, he embued it with a lasting
quality so that one does not easily tire of either performing

or listening to these marvelous SOngS.
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APPERNDIX
A RECITAL O S80H(S OF JUHAWRMS BRAHMS

The following songs were prasented in recital, The
songs were selected in order to show characteristic ounl-
ities of the sonszs of Brahms and to reflect his total

musical style,

Early Love Sonss

Liebestreu, Opus 3, No, 1 (Faithfulness)

Of all the songs which Drahms wrote, hls love songs

are the most numerous, Liebestren and Spanisches Lied

were both written when Brahms was between the agos of

eighteen and twenty, Liebestreu was the first song that

he published under his own name, and shows what mastery
of composition Brahms attained at an early apge.

Let thy grief sink, my child,

Into the deep senl

A stone will lie on the ocean's bed,
But my grief comes back to me,

The love you bear in your heart,
Pluck it out, my child,

A flower will die when plucked Away,
But true love does not die so soon.

And the pledge you've given, it was nothing but words,
Throw it to the winds!

0 Mother, though the rocks may be shattered by the wind

My pledge shall last forever:
T
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The words to this sony wore taken Crom tha “panlsechas
M- Brahms founded the modol For Lthe molodic Yine
of this Song on the Spanisgches Tiederaplel, Opua 7 and

SEaniSChe LiB])GEliGt'{(‘-‘L—-J Opus 135 by Holberb :.'nc_.tt;‘_'n“i‘-.l-.:l. Hao

founded the structure of his scng alfter the style of

Spanish rhythms characterized by punctunted rhythms and by
dispacements of the main acconts,

In the shadow of my tresses, my love 1is sleoping,

Shall I wake him! Ah, not

Every day I carefully comb my hair esrly in the morning,
But my effort is in veln for the wind tanglea 1t,

The shadowy curls and the rustle of the wind

Have lulled my beloved to sleep.

Shall I wake him? Ah, no!

I must hear how he longs for me

And how my brown cheeks plve him pleasure,
He calls me his 1little snake,

Yet, he sleeps by my sido, -

Shall I wake him! Ah, no!

Sonzs Showing Folk Influsnce

Romenzen und Lieder, Opus 8, No. 1-€

These songs were selected to demonstrate how greatly
Brahmsts songs were affected by the Gorman folk song, Moat
of the songs use the strophic form associated with the folk

song, Those which touch on being throush-composed still

maintein a folk song quality. The songs were written in

dialogue form which was & favorite of Brahms, The poems
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of the first three songs, written by the Haltie postemusicien,

Hang Schmidt, are conversations botwaan p mother and hep

daughter, The poetry for the fourth and most woll=known song

’

Vergeblichos Stﬂ?{j‘:’l;ﬂﬁ, is from the collection Noute el

7

Volkslieder, and the fifth song usea poustry from Doutscha

Volksiieder mit ihren Originalwoison.

Sommerabend (Summer Evenins)

Go to sleep, my daughter,
Already the dew 1s on tho grass,
And eyes cn which the dew fclls
Will soon be wet with tesrs,

Let me cry, Mother,
The moon willl soon rise
And will quickly dry my btesrs,

Go to sleep, my daughter, :
The sereech-owl is calling In the woocsa, |
Whoever hears his sound will soon be lamenting,

Let me lament, HMother. '
Soon the nightingale will sing loud and clernr,
And when I hesr his song my griefl wlll soon ba over,

Der Kranz (The Wreath)

Mother, help your poor dauchbtor!
See what & young boy has given o,
A wreath of roses to wear for his sake,

This should reslly nog upset you,
This is easily settle )
Throw sway the wreath end forget the young man!

But the wreath has thorns, Mother,
And it holds fast in my hair,
He spoke words too, Motlier,

Words which will cling forever in my heart!



In den Beeren (Amongst the Berries)

Sing, my daughter, lond and clesr,
Sing so that you will frishten the hungry sparrows
Awey from our berry bushes!

Mother, I know my singing would frighten away the
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Sparrows, but my singing may also bring ny sweetheart}

Yes, I ses, 1 should not lerve & loving peir so,
Wait a minute and I'll be your scarecrow,

Mother, no, that will never do!

I know that berries are dear and few,
But kisses are much more preclousl

Verpgebliches Standehen (The Vain Suit)

Good evening, my desar,
I come out of love for you,
Open your door and let me in,

My door 1s closed,
I will not let you in.

My Mother has said to let you In would not be wise,

The night is so cold and the wind is icy,
Soon my heart will be frozen.

My love is growing cold.

Open the door, my childl

If your love grows cold so easily,
Let it freeze then,

Go home to bed,

Goodnight, my dear!

Spannung (Strained Greetings)

Good evening, good evening, my petl,
I come for you, so you come with me,
Have you no answer for me, my angel?

You come for me, and I go with you?
That is not much of an honor.
You go from me to other youn% gir
You see, I know all about 1tl

1s,
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0, no, my sweet, do not believe vhat posyips say
Our neighbors are gossipy busybadies,
Who never mind their own busincas!

’

And whet are these gossiping neirhbors to you,
Or whether they mind their own bunincss?
tTis all the more roeascn that you should be trus,

To silence their talk forover.

Indeed, my love, I plainly sco

That you have another sweathesrt,
So I will go on my way,

God bless and protect you, my ancel,

0 no, I do not have another lover,

And I do not believe what gossips say,

So come to me; I'1l coms to you,

And we will be true to each other, my angell

Two Songs for Alto and Viola, Opus 91, No. 1 and 2

These two songs are the only ones wiideh Drahms wrote
for solo voice, plano, and an accompanying Instrument, Both
songs reflect Brahms's interest in the [follk song and his

love of nature, The first song, Gestllite Sehnsucht, uses

many poetic images from nature and is based on & pocm by

Jiegenlied,

Priedrich Ruckert., The second song, Gelstliches
usion of the

has & folk-like quality due in part to the incl

beautiful old melody, Joseph, licber Joseph moin, and is

based on words by Emanuel Geibel.
Gestillte Sehnsucht (when I Long No More)

In the golden twilight of the evening,
How solemn the foreat stands.

The birds are gently singing,

Winds are gently blowing,

What do they whisper?

They whisper the world to slumber.
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When will the longing und desire deep In my heart,
When will they be satisficd?
When will the birds and winds whisper me to rest?

Ah, when I no longer drean,

When I no longer reach for the farthest star,
Then, oh, birds and winds,

Whisper my life away!

Geistliches Wiepenlied (Cradle Song of the Virgin)

You angels who hover over the palm trees of HBethlehom,
Calm the thrashing branches,

My child 1is sleeaping.

This heavenly boy, so tired and weary

With the earth's sorrows,

Now he must rest, his grief is ovcer,

Quiet the wind, calm yowr thrashing,

My child is sleeping.

Funf Ophelia-Lieder (F'ive Songs of Ophelia)

Brahms composed these songs to be swig by Ophelia in
the play, Hamlet, by William Shakespearc. They were cone-
celved in a simple folk-like style which Erahms felt would
be fitting for the Elizabethean drame, The songs are, for
the most part, somber in nature and convey the desolation
which Ophelia experiences as she approaches madness, Brahms
wrote these songs to a German translation of the words of

Shakespeare which appear as follows:
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How should I your true love know from another one?
By hils cockle hat and staif, and hils sandal shoon,
He is dead and gone, lfl(f:-.'_.. Hix 1 degd anda Fone:

At his head a grassgreen turr, at his heols & stone,

White his shroud as the mountain snow,
Larded with sweet flowers:

Which bewept to the grave did go

With true love showers,

Tomorrow 1is Saint Valentine's Day, a8ll in the morning
All in the morning betime,

And I a maid at your window, to be your Valentlne,
Then up he rose, and donn'd his clothes,

And dupp'd the chamber door;

Let in the maid, that out & wald,

Never depurted more,

They bore him barefac'd on the bler; hey nonny, nonny,
And in his grave rain'd many a tear,

You must sing, adown adown, end you call hlm adowna,
For bonny sweet Robin is all wy Jjoy.

And will he not coms again?

No, no, he 1is dead; go to thy death-bed,

He never, he never, will come apgalin,

His beard was white as snow, all flexen was lis poll;

He is gone, he is gone, And we cast away moan;
God have mercy on his soull

by 2 2 - 3
Songs Showing Tone Painting, Numor,
and Heverance lor lLature

0 kuhler Wald, Opus 72, No, 3 (0 Shady Wood)

0 kuhler Wald is one of the loviest of Brahms's songs

which uses nature imagery. 1t was & favorite of Julius

Stockhausen, a well-known singer of the songs of Erahms in

Brahms's own day, The song was composed in 1877 to a poenm

by Clemens Brentanc.
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0 cool, forest in which my beloved walks,
Where do you rustle?

0 echo, where do you liston’
Where do you understend my songs

Deep in my hesrt dwells the forest
Where my love walks,

The echo sleeps in sorrow,

The songs have all blown wway,.

Tambourliedchen, Opus 69, No. & (Little Drmamer's Song)

Bralims dld not often use specific tono palnting in
his songs; he usually chose instead to create a tolal mood
picture, In this song, however, he chosc to be more specific
and one hears the continuous rhythmic pattern which 1s an
imitation of the playing of a drum, The plcture palnted
here 1s of a young malden who disgulscs herself as a
drummer-boy singing about his sweetheert,

I beat my drum such sturdy tonas

That it shakes your very marrow bones,

Then I think of my sweetheart, 15

Blue-grey, blue, are her clear, bright eyes.
When I think on those blue eyes,
My drum, itself, beats more gently,

lts angry tones ring bripght and.clear.
Blue-grey, blue, are her beautiful eyes,

Uniberwindlich, Opus 72, No. 5 (rresistible)

This song catches Brahms in one of his more gay moods,

The poem describes the hero, who despite all of his vow,

can resist nelther wine nor his sweetheart, whose fidelity



is not above suspilcion. The introduction te the fong in-
cludes part of a cheerful thers taken from Domenico
Scarlatti,

Though I have sworn a thovsand times

Not to confide in the bottle,

When I see my tavern in the distance,
I am as helpless as a new-born bazly!

All praise to wi ne, raise the song on higrd
When the cork pops from the bottlo,
The wine is gone mrnd so am 1!

As Delilah did to Samsou,

Wine does the same to neo,

Come Delilah, bring your clippers,
Quickly come and cut my hoir]

Later Love Songs
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Y L Fyim g 1 ans .'!:"
Brahms set to music many of the trauslations of
et o | (o] i
poet, Joseph Wenzig. Wenzdg was & Czech potriol Aund one of
the founders of the national movement in Dehemia, Ven

spatims !
Swiger Liebe is based upon & trenslatieon by wWenzig. Brahu:

through his

Setting of the poem achieves a Slavonic quality

he measure
use of an accentuation of the second beat 1in the Jeasure,

5 bas:
rising chromaticism, and the use of open fifths in tho bass

line, The poem is divided into three gsections for each of

which Bralims composed specific melodies, The first section

wersation be-
is g narration which sets the mood for the conversation

1€ hird
tween the young lovers which follow in the second and thir

Sections,

g
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Darkness has fellen on forest and field,

It is evening and the world is still,

The houses are dark, and smoke comes from their chimneys
And the lark is silent, -

From out of the village,

A young boy and his sweethesrt are walking homa ,
He guides her past hedpges and pastures

While speekling carnestly:

If you are ashamed and sadden because of me,
Then let us break off our love,
As quickly as we fell in love)

But the girl replies: our love will never be weakenod,
Steel is.firm and iron, also,

But our love is stronger still,

Men can mold iren and steel,

But who can change our love?

Our love will last forever]

Das Madchen spricht, Opus 107, Ho. 3 (The Maiden Sposks)

This song 1s the only song which Brahms set to music
based on & poem by Gruppe. Gruppe was professor of
aesthetics at Berlin University asnd secretary to the Academy
of Arts, The accompanirent to this song is perticularly
charming with very light and graceful rhythmic and melodlc
figures supporting the voice pert in a cheerful style,

Swallow, tell me, have you been & brilde long?
Who shares the nest with you,

A new lover or an old one?

Say, why do you whisper and twitter so?

Come swallow, tell me,
Have you been a bride long?



87

Immnsr le%ﬂer wird’main Schlummer, Opus 105, No, 2 (iver
Gentler Grows liy sSiumbap)

The first bars of Immer glser wird mein Schlumnor

e % et et et e et i e 4.y s —

are written in the style of a Gypsy melody and resemble the
main theme of the cello in the Andante movement of the

Plano Concerto in B Flat Major (1882) by Hrahha, The mood

creatad in the song 1s one of tenderness, longling, and
passion,

Ever lighlter and more restleas is my sleep,
And a veil-like sorrow hovers over me,

Often in my dreams I hear you

Calling softly as my door

No one wakes to open the door,

I awake from my dream, and weep bitterly,

Yes, I know I must die

And that you will kiss another

When I am pnale and cold,

But before the May breezes blow,

And before the thrush sings in the forest,
Will you come and see me once more?

Come, O come soon}

Meine Liebe ist pgrin, Opus 63, No. 5 (My Love is Green)

Meine Liebe istgrun was inspired by the poem of the

eighteen-year-old godchild of Brahms, Felix Schumann, the
son of Robert and Clara Schumann, Felix Schumann never had
his poems published but Brahms set enother of his poems to

music in the song, Versunken, Opus 86, No, 5, Meine liebs

ist gfﬁn is an exciting, passionate, love song which 1s
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characterized by the use of syncopation, a hsavy, pounding

bass, and a soaring melody,

My love is as green as the lilac-bush!
And as beautiful as the sun that shines on the bush
And fills it with perfume and beauty!

When I think of my love

My soul has the wings of a nightintale,
That eradles itselfl in the lilac-bush,

Re joleing and singing many love-drunk songsl
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