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CHAPTER I 

POLITICAL, HISTORICAL, AND CULTURAL SETTI NG 

OF THE TIMES OF J OHANN'ES BRAID~ 

Political and Histor ical Se tting 

The nineteenth century i nto wh i ch Johannes Br~ was 

bor n was ushered i nto existence by a sweeping political and 

social r evolution , namely , the French Revolution . Virtually 

every country in Europe was changed in one way or anothe r 

by the events of this politica l upheava l . 'fho Fr ench 

Revolution overturned a society that had bee n g r owi ng up 

for cent uries. Cut l oos e from the past , i t started France , 

with all the world, upon new l ines of growth . 

The f undamental caus e of t he Revolution was the un j ust 

privil eges of the wealthy c l ass and the exploita t i on of the 

poverty- s tricken masses . This s i tuation had existed many 

t i mes throughout the history of the world , yet , at this t ime , 

t he underpri vileged masse s had re ached a new cons cious ness of 

their i nferior position . 

Author ity was being questioned in areas other than 

politics . New advances in science and mechanics (electro

magnetic i nduction, photography , the railway and steamboat , 

f ood canning , electric light , stee l production , t e lephone , 
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telegraph, r nd othors) ha.d rev€:rsed some of thn oarl1or 

ideus about the world outside man. Tho telescope and micro

scope ro\pea.J ad undreamed-of world:.1 . The has ic oleraents of 

earth, fire,. und water ~ere prov~d resolvnble into corl

ponents showing that thoy were not "elt::ment~" At all, as the 

ancients hari th(\orizod. Charles Dnrw1n ' s 01•i!3in of thfl Species 

appeared in 1!159 l:lettin[; forth tht:: hypotht-:Jis of evolution. 

The Industriul Hevolution , which begnn in England , brought on 

many social lltHl economic problems and Uw ri:;o of capitnlinm 

and socialism, J<'rcnch literary men, such us Vol tnil•e, 

Diderot , Rousueau, and Hontesquieu were rovolting ngainst 

the authorit) of tho pn::;t . Throurhout Europe f nctiono 

espou;;iing "the cause, of the l-:inss" and tho:Je l auding "the 

cause of the trlR!:!9es " wure gathering momentum. 1'ho cultural, 

political, economic , and social order was greatly affected by 

t hose momentous advances (12) . 

The eventual victory of Napoleon and his subsequent 

dominance as E'lnperor of France for the next fourteen years 

( 1799-1815) clearly brought about the brcakdot-m of the old 

system of monnrchy . Even though Napoleon, himself , l ater 

proved to be a tyrant , he was not able to quell the elements 

of freedom of thoUGht and action wh ich h ad been awakened i n 

t he mi nds of the mass of h~~anity . 
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Afte r the defe a t of Napoleon in 1815, ther e was a 

period of re s toration in which the princes who had been re

stored to their thrones sought to ignore the progress made 

fr om 1789 to 1815. The dominating figure of the Restoration 

Period (1815-1848) was Clemens Metternick (1173-1859) who 

endeavored to maintain the status-quo by suppressing 

liberalism in Austria and throughout Europe (15) . The free 

spirit of the subjugated masses attempted to assert itsel f 

once again in the r evolutions of 1820 (which began i n Spain) , 

1830, and 1848 (both of which began in France) . 

In Germany and Italy there were c omplex movements 
working (1) for constitutional liberty and social 
r eform within the several states (2) for the union 
of the fragments of the German r ace into a na tion ; 
and (3) for the independence of Italians , Slavs , 
and Hungarians held in subjection in Austria • • • 
Sardinia, and Prussia , and the minor German States 
kept t heir new constitutio~ . Switzerland had be 
come a true federal republic •• • (9 , p . 291). 

Les s progr ess was seen in Germany which was s till under the 

rule of Austria . 

The next thirty years from 1850 to 1880 saw " ••• the 

advance t oward democracy in England , abolition of s l avery in 

the United States of Ameri ca , a new f ederal German Empire , a 

united constitutional Italy , a stable French r epublic , con

stitutional Spain , and a constitutional , federal Austria

Hungary" (9, p . 291) . Duri ng these years , Brahms was in the 

prime of his lif e (17- 47 years old) . 
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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 

Franoo- Prussian War (1870-71). By 1880, most of the mon

archies of Europe had become constitutional. New combi

na tion of alliances appeared . In 1882 , Germany, Austriu , and 

Italy, who we r e all old enemies , now formed the Triple 

Alliance . A li ttle l ater , France and Russia f ormally adopted 

a duel alliance . "The Continent was throvm i nto two hostile 

camps and r ested for the next twenty-five years (until 1907) 

unde r a crushingl y burdensome armed peaoo 11 (9, p . 292) . 

The his t orical and polit i cal ovents of the ninteenth 

century s et the stage for vast changes in t ho social a tructllre 

during the Romantic era . The musician was no less affected 

by these changes than we r e t hose in other fields . The oppor

tllni ty for independence which was created by the new i dent i ty 

of the masses also became a part of the new identity of the 

musician. He n o l onger wa s subservient to either t he church 

or the courts . The creative mus i c i an , that i s , the composer , 

furthe r separated himself f rom obligations by supporting 

him3elf primarily from his compositions and not by f ill i ng 

utili tarian pos i tions as choir director , choir singer , 

organist and so on . The se compos ers did not , for the mos t 

part , write music f or spec ific events as composers of earlier 
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times h ad be en accus tomed t o doing . Romantic composers , 

instead, were i nterested i n writing a piece of music for 

the sake of c omposing and with an eye t oward posterity ( ) ). 

Beethoven was the first c omposer who through the 

strong force of his personality established the artistic 

i ndependence of t he co~nposer . He e ffecti ve l y es t ablished a 

precedent which the composers who s ucceeded h i m during the 

Romantic period had the option of following . Throughout 

hi s lifetime , Brahms maintained t ho social independ ence 

which i s characteristic of the pattern set by Bee thoven. 

Brahms did t each and conduct in order to support himself, 

howe ver , these were pos i tions of hi! own choo!ing . When he 

felt that the positions interferred with his work as a com

poser, or re quired artistic compromise , he simpl y resigned 

from the position . 

Through his life time , 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 

awarene ss . The Truimphlied , Opus 55, a work for eiBht - part 

chorus , bar i tone sol o , and orchestra , was ins pired by en

thusi asm over the Prussian Victor y of 1870 . Truimphlied 

was Fest - und Ged enks pruche Opus 109 , which was writ t en for 

eight - part chorus to be sung acapella . This piece contains 
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t hree movements commemorating the battles of Leipzig and 

Seda n and the year 1888 which was marked by two imperial 

deaths and coronRtions . The subject matter of the bibl ical 

t ext consti tutes a plea to Germans to 11 
•• • shun internal 

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

Cultural Settine of the Times 

Havi ng r eviewed the political and historical back-

ground of the nineteenth centur y into which J ohannes Brahms 

was born , it i s necessary to investigate the cultural climate 

which was a r esult of those eventful times . From this r eview 

we can sea wha t place Drahms holds in the scheme of musical 

life i n his own era a nd how his musical posture r elates to 

his solo vocal works . 
-

The r evolutions which brought the eighteenth century 

to a close ar oused f eelings of man ' s individual i ty and inde -

pendence . There developed an awarene ss of man ' s need to ex-

press hi s indi viduality and his reac tion to t he wo~ld in wh ich 

he l i ved. This need combined with othe r eleme nts deve loped 

into t he Romantic movement wh ich dominat ed t he social , poli

tical , and cultura l t hought of t he nineteenth century. 

The groundHork for the philosophical t hought in sup 

port of the Romantic movement was laid in t ho e i ghteenth 

century by the French literary f i gure , Jean - Jacques Rousseau 



(1712-1778). Rousseau, who is regarded as the father of 

Romanticism, set forth i n h i s works almost all the i ngre 

dients of Romanticism. In his writings he : 

•• • r epudia ted the ideal of t he elegant upper 
class l eisure and preached modern bo urgeois 
f amil y life as we know i t today . He defined 
t he principles of a democratic society and 
t hose of r epresentative government . He also 
r e f or med the prose style, anticipated the theory 
of music drama , revoluti oni zed the aims and 
methods of education , delved into the r ecesses 
of the self a nd made Nature an i deal norm ••• 
t oward which a l l our exploration of heart and 
mind should t end (2 , p . 163) . 
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Although t he Fre nchn~n , Rousseau , had pointed the way 

t oward Romantic i sm early in the eighteenth century , the 

Roma n tic mov ement in French literature did not devel op as 

r apidly as it did in Germany and England . The failure of 

France to continue to be the fo rerunner of Romant i c i sm in 

literature is probably due to their preoccupati on with the 

French Revol ution and the Napoleonic l;lar s . In add ition to 

t h is pre occupation, t he French were entrenche d in the tra-

Clition of Class i s i sm. However , Victor Hugo (1802-1885 ) soon 

became the l eader of the new cause of Romanticism and in 

Fr ance influe nc ed other writers in this mode . 

Although t he Romant ic movement began early in Engl and , 

it was not as far -reaching as it wa s in Germany where it 

penetrated de eply i nto the spiri tual life and all areas of 



the intellectual life . In England , Romanticism appeared 

primarily as a literary movement (4, p . 656) . 
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In Germany, the literary movement kno\-m as Ror:10.nticism 

was begun by Gollhto1d Lessing (17295 1781), a dramatist and 

critic who challenged the canons of classic art and lite r a

ture . Nowhere did Romantic self-expression attain the 

boldness and i ntensi ty that it did in Gerl1lB.ny . Thore 

literary Romantic i sm developed as a reaction to tho period 

of restorat i on following the Napoleonic WarR . A new interest 

was deve loped i n folklore , Tuetonic mythology, legends , 

fairy tales , popular ballads and folksongs . These folk 

elements were collected and valued as a basis for th~ develop

ment of an art expr ession . Emphasis on emotional interpre 

t ations of nature and sentimentality concerning the history 

of the Ger man people , gave ri se t o r enewed interest in 

roedival legends with magic superstitions and knights and 

chivalric worship of women · (3, p. 1568} . 

In the area of the f i ne arts , the early nineteenth 

century reflects t wo principal trends: that of Neo- Classicism 

and tha t of Romanticism. These two trends r epresent the 

varied reactions to the upheavel of poli tical and social life 

caused by the Amer i can and French r evolutions (14 , p . 121) . 

The ear ly nineteenth century painters who represent these 
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opposing reactions are David (1748-1825 ) and Goyn (1746-

1828) . David strovo to es t ablish order out of chaos and 

strife . His pai ntings are analytical, photographic and 

r ather cold and harsh . For his adherence to 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 oppos i te reac t ion to t he pol itical and social upheaval of 

t he t imes i s expressed i n the vivid , colorful and expressive 

painti ngs of Goya . Goya ' s pai ntings and those of Gericault 

(1701-1824) and De1acroix (1798- 1863) , sought t o convoy more 

i mmediate and direc t emot i onal values . They r eliod mor e on 

color t han on l i ne t o convey a feeling or dr ama and excite 

ment . A new inte r est and f eeli ng f or no.ture bec omes appar ent 

in the wor ks of t he Englishmen , Cons t able (1776- 1837) and 

Turne r (1775-1851) , who pain ted r eali sti c l a nds capes t ypical 

of the Romant ic movement . 

The Ger man n a t ion did not create the Romantic movemen t 

in litera ture nor 1n t he fine a r ts . However , it was in 

Germany tha t t he Romanti c movement in the fine a r ts r eached 

its f ulles t c onsequence and signifi cance . "Romanticism was 

the ver y doma in of Ger man painting in the nineteenth and 

twentieth centuries" (6 , p . 571) . In Ger many as in Fr ance , 

however , the Neo-Cl ass ic element a l s o was func t ioning but 
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its i nfluence was not as wide - spread as the i nfluence 

exer ted by the Romantic self- eApressive German painters . 

Some of the mor e well-known German Romant ic painte r s were : 

Koch (1769-1839) , Friedrich (1774-1840) , Kobell (1766-

1855}, Ke r sting (1783-1847 ), Richter (1803-1840 }, and many 

others . 

Musical Backaround 

The Romantic spirit of the l a te eighteenth and ni ne 

t eenth centuri es did not appear as a one - timo occurrence 

but r a the r as a s eries of occur1•enc es in varying countri es 

and in the va r ious a r ts . As mentioned above , among the 

nations , it appeared first in France , and England and then 

in Ge r many . Among t he arts it occurred firs t in liter ature , 

then in the fine arts , and l as t i n mus ic . Even t hough t he 

discipline of mus ic was t he last to r ece ive t he Romanti c 

influence , music r epresen t s the s tronges t expression of 

European Roman tici sm (7 , p . 4} . 
In music , Roman t i c ism is cbarac terized by ". • • s ub

j ec t ive emotion a nd i magina tive vi gor and was a movement of 

revolt f rom the pedantry and art ifi c iality into which the 

Class ic Era had degenerated" {3 , p . 1568} . In Germany , as 

in England and Fr a nce , mus i ca l r omantic ism followed the 
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l iterary and fine arts movements almost a generation later. 

The Romantic elements in music were inspired by Romantic 

element s in poetry. 

During the nineteenth century , there developed two 

primary factions in the musical scene of Germany just as 

t here had been primarily two contrasting styles in the fine 

arts . The fir s t to be discussed was a group of composers 

of tho Romantic school who called themselves the Ne w Germans . 

This group was supported and inspired by Liszt , Berl ioz , 

Wagner , and , l ater , Hugo Wolf (1860- 1903). These men in 

their efforts to establish a bas is for the "Music of the 

Future ," tried to achieve a closer union of the arts of in 

strumental music and poe try (11 , p . 286 ) . 

Berlioz {1803-1869 ) , who i~ reg arded as the champion 

of program music , was extremely explic it in tying the poetry 

or narrative he wis hed to express to his music . Often he 

prefaced his works wi th verbal explanations , minutely describ

i ng t he scenes and emotions which he wi shed to represent . 

Wagner , although grouped with Ber lioz , was not a n ad 

herent of prograroatic mus ic as such. He predicted for both 

music and poetry 11 
••• a fut ure as co- ordinate elements with 

action and scenic effec t of a larger art, the dr ama, the 

object of which he explained t o be dramat ic truth" (11 , p. 288) . 



Wagner felt that mus ic had no future as a separate art and 

that poetry could not exist as a separate art form. 
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The primary role which Franz Liszt played was ono of 

support and enthusiasm for Berlioz and Wagner . I n Weimar , 

where Liszt held the pos i tion of Chapo l mas ter , many of the 

compos i tions of Berlioz and Hagner were played by the \o/eimar 

orches t ra . However , Liszt earned his place as a membe r of 

the New Germans through his symphonic poems and his i nnova tive 

use of expressive dissonances . 

The exponents of the preservation of the independence 

of music were variously called "Romantic Classicists" (7, 

p. 349} or "Neo- Cl assists " (8, p. 490). Thi s group which 

was opposed to the intima te fus ion of t he a r ts , was made up 

of poets , writers , and musicians , _( Brahms , Schumann, 

~endelssohn) with Eduard Hanslick (1825-1904) , the critic , 

a s their spokesman . Hanslick was an extremes t in that he 

favored a clear separation of the arts as is found i n pure 

ins t r umental mus i c (7) . 

It fel l to Br ahms to be the mus i cal leadet· of the 

Romantic Classists. "Brahms ' belief in the fundamental val ue 

of absolute mus ic based on hi s understanding of the princ i ples 

of Beet hoven, and his admi r ati on f or Schumann made him l ess 

and l es s sympathetic to Li szt and Hagner" (8 , p . 488 ). 



13 

Brahms he l d no personal animosity for Wagner and it is said 

that he WhS set entirely agains t his will as the chief 

opposser of the music of the New School (10, p . 39) . 

Another i mportant characteris tic of mus i cal Romanticism. 

of the nineteenth century as it relates to Br ahms 's vocal works 

is the new importance g iven to i nstrumental music . In the 

solo song and in opera , this ne\o~ emphasis on instrumenta l 

mus ic manifests itself in the more varied and expressive 

"accompaniment" of the songs and of operatic litera ture . 

With Schubert t he me lody and accompani ment of the songs were 

of equal importance . As the century progressed the 

Romanticists continued to give increasing import ance to the 

accompaniment until , by the end of the century, many songs 

were i ns trwnentally conceived with a " ••• commenting , 

declamatory voice - part" (7, p . 36) . In opera the end result 

of t his trend was operati c scenes in which the scenes were 

" ••• symphoni cally created with vocal parts superimposed" 

(7, p . 36) . Br ahms in his German Lieder lies somewhere be 

tween these extrellles . 
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CHAPTER II 

BI OGRAPHICAL HATERIAL 

Parente.~ 

J ohannes Brahms \o~as bor n i nto a f amily t hat was poor 

and r a ther undi s tinguished . Hi s anoestorn had come from t he 

North Sea c ountry (Di tmarsh) and had taken their name f r om 

a char acteris t ic ye l low- f l owering bloom or Bram. His grand 

f a t her had been a n innkeepe r at He i de i n Holstein, Ger many 

and Johannes ' own f ather , who has been descri bed as a " ••• 

droll, likeabl e , happy- go-lucky vagabond • •• " (11 , p . 33) , 

was a doubl e - bass player a t t he Hamburg Thea te r. 

Johannes ' f athe r , J ohann J acob , had longed to be a 

mus ic ian during his chi l dhood . Br~ ' s biographers are n ot 

in agr eement upon the n a t ure or extent of t he taus ica.l 

training of t he e l de r Br ahms . Schauff l er s t a t es tha t he 

prodded hi s parents into all owing hi m to be b ound a s an 

apprenti ce to t he t own pi per who '"as the " •• • s ole r eposi 

t ory of mus i ca l s c i ence i n t he village ••• " (11, p . 34) . 

Niemann writes t hat the elder Brahms ran away f r om home 

t hree time s , ea ch time to vari ous ne ar by t owns where h e 

could be g i ven le ssons on t he s tringed ins t r uments , horns 
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and flute by various t own musicians (10). Anothe r biographer, 

Murdoch, r eports t ha. t J oarmn Jakob vras a s tunent at the Stadt 

Pfeifere i f or five years where he studied '' ••• violin , viola, 

cello , flute and hor n ••• 11 and from which he " ••• r eceived a 

certificate of character and prowess on l eavi ng ••• 11 (9, 

p . 19)~ In any case , Johanne s • f athar was an energetic man 

who \.rantod to b e a mus i c ian and who stubbornly r efused any 

other vocation . 

As a young man of twenty, J ohann Jakob set off for 

Hamburg a nd for many year s eeked out a livi ng as a double 

bass player . At firs t he worked as baas - fiddle r in a small 

itonera.te "string b a nd" {11, p. 34) . It was not until many 

years l a ter that be secured his position as bas s - player a t 

the municipal theat er . In the interium, he fell i n l ove 

with and married J ohanna Ni sse n who l-Ia s small , homely , 

cripp led in ono fo ot , ailing and seven teen years hi s senior . 

Johanna Nissen Brahms is said to have been a very sensitive 

person who pos ses sed a sure instinct for s p iritua~ values (11). 

A closer l ook at the ancestorial background of 

Johanna Nissen provides a be tter apprec i ati on of her attractive 

qualities . Her mothe r was of noble birth, and the geneology 

of he r father co uld be traced as far back as the fourteenth 

century . These forebearers were clergyman, ecclesiastical 

administra tors , councilors and burgomas ters . Gradually 



the family line lost its prominent posi tion in society. 

Johanna ' s more i mmediate ancestors were school masters nnd 

her own father was a tailor {6 ) . 
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Although J ohanna ' s education was limited , she was able 

t o expres s herself very vividl y in correspondence . Her 

le tters e~1ibit her clear common sense and demonstrate her 

kindheartedness . She found a great deal of happiness in 

hel ping others . "After all , what can g ive mo greater joy 

than t o h e lp and serve my fe llovr creatures as f ar as lies 

in rrr:y poHe r? Peopl e who livo onl y for t hemselves and not 

for others are only half alive" (6 , p . 24) . 

It is s a i d that Johanna Nissen had an i nst inctive 

l iking for the best in music and poetry and that latet• on 

in life she l earned all of Schil ler ' s works by memory (9 ) . 

She had the spiritua l and intellectual qualities necessary 

to engender creat ive t alent : "There is reason to believe 

that just t hose s piritual and menta l qualities which trans 

form a reproduc tive into a creative talent came from t he 

mother • •• " (6, p. 28) . 

From both parents Johanne s inherited a love of nature 

and an apprec i ation of the small j oys of life . 
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Childhood and Adolescence 

Johannes Brahms was born in a t enement in the 

r ed-light di s trict of Hamburg on f.1ay 7, 11333 . He was the 

second child in a family of three children. Of the three , 

the two boys , Fritz and Johannes , were destined to beoomo 

music tans . 

As a child , Johannes liked the singing and danc ing 

garues which are a specialty of Hamburg children. He pos

s essed absolute pitch a nd had built f or himself an" ••• in

f antile but practicable system of nota tion without suspic ion 

that such a thing was already in existence ••• " (11 , p. 36) . 

By the time t ho.t Brahms '1-Jas se ven years old , he had 

begun formal i nstruction in music . His first t eacher was 

Cossol , a l ocal pianist . A few years later , at the age of 

ten, Brahms appeared in a public concert play i ng an etude by 

Herz and the p i ano part of a Beethoven wind quinte t . An i m

pressario who was in the audience was so i mpressed tha t he 

offe r ed to t ake Johannes and his f amily on a concert tour of 

the Unite d States of America . Cossol , h owever , discouraged 

this exploita tion and pe r suaded his own t eacher , 11arxsen, one 

of Hamburg ' s fines t , t o take Br~ as a student (5) . It is 

Marxsen who i s cred i ted with having ins tilled a r everence for 

t he works of Johann Sebast ian Bach i n t he young Brahms (2) . 
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Between these two t ea chers, Cossol and Marxsen , Brahms re 

ceived hi e mus jca l education . This education included p i ano , 

h armony, s i ght transposition, counter point (in which Brahms 

bec ame proficient ), and theory of composition. 

The schools which Brahms attended vtere generally des

cribed i n most of his biographies as boing very mediocre . 

However , Geiringer, a later biographer, s t a t es t hat Brahms ' s 

parents sacrif iced t o send him to a private school at the 

age of six. He stayed there until his elevent h year at wh i ch 

time he was sent t o anothe r private school . "Both schools 

were good , and the boy learned as much as poss i ble under the 

standa rds of ed ucati on then obtaining . Herr Hoffman ' s school 

(the second one Brahms attended) was eve n known f or its ad 

vanced mothods" (6, p . 31). Howe ve r , another authoritative 

source asserts tha t Brahms never a ttended beyond primary 

school ( 5) . 

During these early year s , from the age of nine until 

his l ate t eens , Brahms wa s often to be found playing the 

piano for dances late in the eveni ng and sometimes all during 

the night . The dances to ok pl ace in some of the mos t in

famous dives of the h arbour of Hamburg . This prac tice was , 

of course , very hard on him both . physically and emo tionally . 

It may be due t o these circumsta nces tha t Brahm.a was anemic 
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as a youth and suffered fr om nervous headaches . Schauffler 

feels t hat t hese early experiences may i n par t account f or 

Bl~ahms ' a r ather curious a ttit ude s t owards wome n (11) . 

Young Adulthood 

The mus ica l education which Brahms r ece i ved pr ovided 

him with enough t echnique and knowlod ; e t o enabl e him to 

r each an ex tra -ordinar i ly high l evel of ar tistry wi t h his 

first publish ed compositi ons . These compositions were 

written somewhere be t wee n his e i ghteenth and t we n tieth 

years {5) . Brahms had two ps eudonyms , G. w. Mark , and . . 

Karl Wurth, under which names he publ ished compos i t i ons be 

f ore Opus 1 was published under Bra~ ' s own name (11) . 

In 1853 at the age of twenty , ~rahms . me t Ed ~ard 

Rernenyi , a gifted and warmhearted- Hungar ian violini s t , with 

whom Braruns t oured North Germa ny in the capac ity of piano 

accompanist . During this tour Remenyi introd uced Brahms to 

the successful vi olinis t , ~osef Joachim, who was R?yal 

Concertmaster in Hanove r and with wh om Br ahms was to develop 

a l as ting friendship (5) . Joach im wa s deeply moved by the 

musical genius of young Brahms upon h earing s ome of his 

compos itions . Among these was one of Br ahms e arliest songs , 

Liebestreu , Opus 3, No . 1 . Many ye ars l ater Joachim recalled 

that the song , Liebes treu " • •• burst upon him as a revela-

tion" (11, p. 40). 
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Armed with a letter of introduction from Joachim and 

Reme nyi, Brahms vi sited l<,ranz Lil5zt in v/eimar . Liszt was an 

adherent of t he modernist school of program music known as 

the "New Germans " and tried unsuccessfully to encourage 

Br ahms t oward their mode of compositi on . Brahms l eft 

Reme nyi in the courtly a tmos phere surrounding Liszt at the 

Altenbur g and returned to Gottingen at J oachim' s invitation. 

Brahms h appily stayed with Joachim until August of 

that year {1853 ), at wh ich time , wanting to see some of his 

music in print , and to n~ke more contacts in the mus ical 

world , h e set out to visit t he west of Germany . 

In Bonn, Brar~s made t he acquaintance of musicians and 

music l overs who pe rsuaded him to study Robert Schumann ' s 

c omposi tions i n detail . Feeling that he had found a kindr ed 

spi rit , Br ahms undertook a visi t to the Schumann horne in 

September: a visit which wa s to greatl y influence bis entire 

life history {6) . 

Robert Schumann , as editor and f ound er of the ~ 
. ' Zeitschr i ft ~ .Husik , had for mor e t han a decade been one 

of the l eaders of public opinion i n the musical life of 

Germany . Uo longer the edi t or , he became so enthus ias ti c 

about the young Braruns that he published an article in the 

journa l in which he heralded Brahms as" ••• t he one who 

would be chosen to express the mos t exalted s piri t of the 
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times in an ideal manne r " (5, p . 7) . Having thus been 

t hrus t into the musical eye of Germany, Brahms folt tha t it 

was inc umbent upon him to f ulfi ll the prophesy of future 

greatnes s which Schumann had envis i oned . 

One of Brabr~ 1 s more r ecent biographers points out an 

inter esting poi nt r egRrd ing t he char acter of BrR11l~ as e x

emplified in h is r eaction t o Schuma nn ' s patronage : 

All t he prerequisites of a r apid and brilliant 
rise to f ame s eemed at h and . '£hat thi ngs turned 
out diffe r ently was not only due to external cir 
cumstances ; i t wa s a peculiar ity of Br ahms ' s 
pers onality t hat he was unablo to forge ahead ex
cept by force of character , per severance , and 
drivi ng ener gy i n the face of obstac les (5, p . 9 ) . 

The attenti on which Robert Schumann brouBht to Brahms, 

which would seem t o h ave been t he t urning poi nt in h i s lifo , 

turned out to be only a spar kl er. The events wh i ch foll owed 

in the next three years we r e etnoti onal ly trying for Brahms 

a nd seemed to di s t urb a stra i ght path t o s uccess . 

On February 27, in 1854, Robert Schumann , who h ad 

deve loped a severe nervous disorder , at tempted suicide by 

t hrowing himself in to the Rhine River . He wa s s aved from 

drowning and on ?<1arch 4, 1854 was confined t o an i ns t i t ution 

at Endenich, near Bonn (6) . When Brahms hear d t he news of 

Rober t Schumann ' s i llness and confinement , h e i mmed i a t e ly 

went to Dus seldorf to help Cla ra Schumann and h er childr en. 



During this time the f eeling of reverent friendship Which 

Brahms he l d for Clara grad ually cha nged to one of ardent 

l ove . 'I Brahms s t ayed at the Schumann home in Dusseldorf 

with Clara until the death of Robert Schumann in 1856 . 

For the duration of his stay with Clara , Brahms was 

preoccupied vTi th the Schumann f amily and their problems and 
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t herefore accomplished little musically . 'file love which 

developed be twe en Clar a Schumann and Brahms during these 

ye ars gradually changed from passion t o one of platonic 

friendship . Other t han a qua r rel in 1891 over the publica

tion of the orig ina l vers ion of her hunband 1 s D l-linor 

Symph onz , Clara and Brahms r emained intimate friend s through

out the ir entire l ives (11 ) . 

Shortly after Robert Schumann ' s death , Br ahms l eft 

Clara and returned to his parents ' h ome i n f~mburg. With 

t he exception of the time spent trave l ling to Detmold to 

conduct and teach , he spent the next s everal years composing 

works i n r apid succession . These c ompos itions included 

chamber music , piano compositi ons , vocal mus i c, and his 

first orchestral attempts (5) . 

Through the efforts of Clara Schumann , Joachi m, and 

Juli us Stockhausen , all of whom played Brahms ' s mus ic on con

cert tours, t he works of Brahms were becoming more familiar 
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to the g~neral public . Brruwm , however, wa$ considered by 

many to be out of the mainstream of the mus icnl scene of the 

day . In 1860 an article published in Neue Zeitschrift fur 

Musick declared that" ••• there was in G~rmany scarcely a 

musician of importance who did not subscribo to the t enets 

of the New Germans . • • It ( 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 tri p to Vi enna and was a highly successful one , both 

musically and socially . However , he still longo d for a 

position of honor in his own home town of Hamburg . He vro.s 

very bitter whon his friend , the s i nger , Julius S tocy~ausen , 

was appointed conductor of the Philharmonic Conc erts , a 

position which Brahms had heavily counted on obtaining . The 

extent of the disappointment which Brahms felt was expressed 

by him l a t er when h e was heared to remark : 

••• on two occasions the conductorship of the 
Philharmonic Concerts was filled by strangers 
while I was passed over! If I had been chose n at 
t he 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 d i sappointment over the l oss of the Hamburg 

pos ition was somewhat assuaged by the offer on his thirtieth 
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birthday to be the conductor of the choir at tha SingnKademi e , 

an ora torio socie ty in Vie nna . Although Brahms was pleased 

with the offe r , it was not without some hesitati on tha t be . . 

\fl'ote his let~or of acceptan?e on May 30, 1063. "It is a 

grave decision , to g i ve up one ' s liberty for t he f i rst time" 

(10, p . 89 ). Anot her b iographer , Gall , t ranslates the s ame 

passage : "It is a peculiar sensation to give up one ' s free

dom for the f irst time " (5, p . 16) . 

Brahms stayed ~n Baden-Baden near to Clara Schumann 

thro ugh the sunuuer and until the end of September at which 

time he moved to Vienna t o b ecome a permanent resident . 

Haturd Years 

In the f a ll of 1063 , Brahms began his service as musi

cal director of the SingaKad iemie in Vienna . He began this 

service with much enthusiasm. However , as s ome of the cu3~ 

tomary problems of such a pos ition a rose , BrahmB began to 

lose inter est . At the end of one year be r esigned this post . 

In 1865, two years after Brahms moved to Vienna , his 

mother died in Hamburg . At the news of h i s mother's death, 

he was found alone at the piano" •• • weeping whil e be pl ayed 

Bach ' s Goldberg Variations" (11, p . 55) . 



Brahms was very attached t o h is mother . Schauffle r 

stated as follows : 

We are sure • •• tha t Brahms adored his mother with 
a most ardent tend erness ~ Louisa J apha , his boy
hood playmate , bears witnes s that i t went t o one ' s 
heart t~hen he spoke of his ol d mother , he was eo 
utterly deyoted to her (11 , p . 255) ~ 

It has been speculated that Brahms had a n i nordinnte 

attachment to his mother and that his attachment may have . . . 
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~een one of the r easons which pre vented or made marr i age un

n ecessary to Brahms (11) . However , other biog r aphers feel 

t hat Br~ ' s involvement in his own work and his ne ed for 

freedom of movement and for freedom from pressing responei-

bility were more l ikely the cause of his bachelor hood . 

"Dimly he f elt tha t he would be acting i n defiance of his 

aim in life if he , who had dedic a ted hims elf wholly to hie 

art, were t o b elong to anothel'" (6 , p . 330 ) . 

Several years l ater , i n 1868, Br ahms was beginning t o 

write the fifth numbe r of the Ger111an ~equiem . Although the 

l arger part of the Requiem was written to be a tribute to his 

benef ac tor , Robert Schumann, t he fifth piece of the Requiem 

was written as a memori a l to his mother . 

During the years . from 1867 to 1872, wi th the exception 

of two studies for pi ano and t he first two books of the 

Hungarian Dances , Br ahms published not h ing but voc a l music . 

The year 1868, in particular, is cited as a year of 



extensive vocal writing for Bra~ . To this yea r may be 

attributed some of his best songs : Von ewiBer Liebe, 
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Die Mainacht , An die Nachti~al, Botschaft , An ein V~ilchen, 

and Wieeenlied (9) . 

By the time of this period of vocal writing, Brahms ' s 

l ife h ad se ttled into a routine which involved concert tours 

as pianist and conductor in the early part of the year, 

generally fr om January to Apri l . These trips took him 

throughout Germany and often to Holland and Switzerland . 

Summers were spent for several years at Baden- Baden ne ar 

Clara Schumann and later in the Austrian and Swiss Alps. 

These summers were devoted entirely to compos ition. In later 

years , Brahms took an occasional trip in the spring to Italy 

for pure enjoyment . The fall months and first half of winter 

wer e devoted to completing and overseeing the printing of 

the c ompositions which had been written during the summer. 

In 1872 Bra~ once again accepted a permanent position, 

this time as a musical director of the Society of Fri ends of 

Music in Vienna . He managed to stay with his directorship 

for three years be fore giving it up in anger and disillusion-

ment : 

The ar tistically uncompromising nature of h is pro 
grams had g iven ris e to opP-osition . Writing about 
a concert in which , after (? . SJ Bach's Cantata 
No . 8 (~' Dearest God , vlhen Shall I Di e?"), 



Cherubini ' s Re*uiem inC Minor was performed , 
Eduard Hanslic , t he leading nus ic critic of 
Vienna and a warm friend of Brahms wrote: 
' Vienna does not lack a public which r everes 
and seeks out the serious beauty of music . 
But here , as elsewhere , one does not go to 
concerts for the expres s purpose of attending 
his own funeral-firs t Protestant and then 
Catholic ' (5, pp . 16-17) . · 

Br~uns ' a f nther died in 1872 . The elder Brahms who 
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had r emarried several years before, was survived by hi s wi doH 

and a crippled son . Johannes Brahms took it upon himself to 

provide continual financial s upport for his stepmothAr 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 dec ade , now, Brahms had been a famous and success -

f ul man , honored and sought by much of the i-iestern world . 

Severa l univers ities conferred honora ry degrees upon him 

(2, p. 14) . His chief competitors in the fie l d of c ompos iti on 

were Wagner and Wolf. Brahms was extremely critical of his 

own compositions and was very r e t icent about hi~ creative 

work as indicated in the foll owing : 

He was cons tantly refusing offers from publishers 
and managers which , but for his unyield ing arti s tic 
r ectitude and the unique severity of his self
cri ticism, would have brought him substantial 
wealth (11 , p . 65) . 

The period fr om his mi dd l e forties t o his sixtieth year 

were the most fruitful years of his life . It was during· this 



time that he wrote most of his best and most well - known 

vocal literature . However , after his sixtieth year the de

mi se of his life set in rapidl y. Most of his old friends 
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had passed on and in the spring of 1096, Clara Schunwnn lay 

near death . She died on May 20, 1896 and Br~ hurried from 

his summer stay i n Isch l t o attend the funeral . It is said 

t hat the agi tation ca used from missing a train connec t i on, a 

col d c on tracted on the trip , and the emotiona l shock a t 

Cl ara ' s d ea t h caused an attack of jaundice whi ch was the be 

g i nning of Br~1mB ' S fatal i l l nes (9 , p . 166 ). 

Br~ ' a i llness was later diagnosed as cancer of the 

l i ver. Al though he was not told , the doc tors considered 

Br ahms a t erminal case . He decl ined steadily and died on 

April 3, 1897 . He was buried in the Zentralfriedhof , i n 

Vienna near the tombs of Mozar t , Beethoven , and Schubert. 
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CHA P'l'ER I I I 

MUS I CAL STYLE OF BRAnl.S HI:FLECTING 

HIS LIFE AND TillES 

Gener a l Cha.l'P..C teri~ t ics of Br Phm!-1 ' s Mu!l i cnl Styln 

The mus i cal styl e of Brahms r e f l ects his i nd i vidual por-

s onali ty t r a i t s . He was by nature an i n t roverted p ers on. 

"He d i slike d t o h ave h i s t rue t hough t s and emot i ons i nferre d 

fr om hi s demonnor" (13, p . 14.5 ). He was fi er ce ly ind ependent 

and never all owe d himse l f to be i n c liques , coter i es or 

"achools . 11 

Brahms was c ontent to be l ike the g r eat Johann 
Sebastian (BachJ and live withi n himself , un
t r amme l1ed by outside inf l uences , and v~i to 
mus i c tha t was in him (11, p. 199 ) . 

Brahms wa s s elf- d i sc i plined , self- eff a c i ng ( pa r tic u

larly i n r ega r d t o his compos i t i ons ), and o. cons ummate per 

f ectionist . "To do one ' s l eve l be s t is never in va i n [ he 

wrot e Kal be c k] . The benefi ts of his need not neces sal''ily 

show i n t he pla ce you i ntended " (13 , p . 172 ) . 

He r efused to a llow anythi ng t o be printed unti l 
i t h ad pa ss ed t h e mos t punctll i ous scrutiny 
(11, p . 201) . 

Perfection of detail i s t h e firs t sign of the 
ar tis t, and n o one r ealized t h is be t te r than 
Brahms (11 , p . 199 ) . 
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It 1s well-¥~own that Brahms spent years worki ng and 

r eworking his compositions. One outstand ing instance of 

his persistence may be se en in tho re - '1-Jr i ting of h i s 

Tr io i n B Ma 1or. Thi rty- seven years after its publi cation, 

Brru~ c ompletely r ewrote t his work : 

You wouldn' t gue ss, (he wrote 'Lo Clnra Schu111ann 
in Sept ember, 1089). , on what a childishness I 
have squand er ed be~utiful sununor days . I have 
writ ten my B I·1~ or 'l'rio once more , and can ca.lJ 
it 0,EU3 10Bil1s t ead of Opus 8 . It will not be 
s o muddled up as it was--but will it be better 
(13, p . 169)? 

After he h ad rece ived hi s first creative i dea for a piece , 

he delibe r a tely allowed it t o lie dorman t for months or 

years at a time . Bra.hxns 's own description of his process 

of creat ion is of interest h ere : 

What i s properly called invention , or a really 
musica l i dea , is, so to say,_ a gift, an i n
spirat ion whicb I cannot furthe r or encourage 
in any way . At the timo I mus t disregard t hi s 
' gift' as completely as possible, but ultimately 
I have t o make it my own i nalienable property 
by i ncessant l abor . And that will not be 
quickly accomplished . The id ~a is l ike the 
s eed - corn; it grows i mpercep tibly in secret •. 
When I have i nvented or di scove red the beg inning 
of a song such aa •Wann der silberne l1ond 1 , ••• 

I shut up the book and g o for a Halk or t a ke up 
something else; I t hink no more of it for perhaps 
half a year . Nothing i s lost, though . Hhen I 
come back to it again , i t has unconsc i ously taken 
a new shape , and is r eady for me to begin working 
at it (5, p . 69 ) . 

The economy of style which characteri zes Br~ ' s 

WOl'ks m.a.y have been a r esult of hi s humbl e upbringing . 



Few arti sts have ever shO\m a more peasant-like 
economy of material , or achieved t hereby a 
more unpeasant- like opulence and a more , artis
t ic unity (13, p. 301. 

He are reminded of his peasant streak by the ir 
( Brahms t s composi t i ons l t erseness , conservatism 
and simplicity ••• nearly ever ything he wrote 
i s out-of - door mu8ic based on the folk songs 
(13, p . 315 ). 

34 

Brahms possessed a livel y s ense of humor and was f ond 

of practical j okes and hoaxes . Later on in life his humor 

sometimes t urned to sarcasm. On one occasion he remarked 

upon l eaving a party: "If thero i s anybody here \-Thorn I have 

forgot t en to insult, I beg him to fol"give me " (7 , p . 332 ). 

In the letters of Brahms one f inds many instances of his wi t 

and h umor but the~e qual ities are l ess obvious :!.n his music. 

His mus ic is not always somber but it soldom calls forth a 

r esponse close to laughte r . His natural ly serious bont 

dominated his more playful moments . Several composit i ons 

which he wrote as f arces or parodies , he himself , destroyed 

before t hey c ou l d be published (13). 

Many l-tr i ters agree that it i s in the art of thematic 

development in which Brahms excelled . The art of developi ng 

t he ori ginal i dea r equires : 

• • • not merel y a compl ete mastery of every bar
monic and contrapuntal resource , and the instinct 
t o detect in t he germ of a theme i ts latent pos 
s i bi l i ties , but a strongly poetic invention to 
c ontrol the different phases of the theme and t o 
present them in such a success i on as will enhance 



their beauty or eloquence . This , too, t s an 
art t ha t i s as applicable to vocal mus ic as 
to ins trumental (5, p. 72) • 

• • • very E'larly he [ Brahrnsl seized upon 
Beethoven 1 s inventions, the~ ger:m- 111otive and 
s ource moti vc, and carried thern e\ren furthe r 
t han his predecessor had (13, p. 301) . 

Never , sino ~ rnusic was a c onscious art, hav~ 
the ideals of tts structure been s o continnally 
fulfill ed as they were with Hrahma . His powe l' 
of handling his materials so as to bring out 
every beautiful aspect of every theme , i s our 
passed by none of the old master3 , not even 
Beethoven (5, p . 70) . 

One of the mos t obvious of the charactorlstios of 
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Brahms ' s s tyle i s his affini ty f or the folk s ong . Bes i des 

the musico. l facto1s which point to the i nfluence of fo lk 

song on Brahms t here is much evidence from his activities 

tha t he was interes ted in this simple form. Some of these 

activities were : (1) arranging fo l k songs for a male choir 

as e arly as 1847, (2) using a folk song as t he s l ow movement 

of his first composition (Sonata in C Major for Pi ano , 

Opus 1) , (3) winning succes s outside his native l and t hrough 

his arrangements of Hungariun Dances , (4) arranging a set of 

folk songs of Germa ny in the Volkskinder Lieder , pub lished 

in 1858, (5) collecting forty-nine ac tual f olk songs which 

were published in 1894, and (6) publishing as his l ast compo-

sition, a set of organ pre l udes on the chorales that" ••• are 

the rich heritage of t he Tuetonic r ace • •• 11 (5, p. 66). 



Specific musical factors dealing with t~lody, harmony, 

r hythm and form r ei'lcct Brar.ms 1 s individual musical style. 

The outstnnding characteristic of his melodic:l 1s that they 

are most often built on the deerees of the oom:non triad. 

The r elationship betvwen the bass part and tl').o melodic line 

\-las of particular importance to Brahms. Ho was careful to 

weave those outer parts togethe1• in tho bes t contrnpuntal 

f ashion . It was Brahms ' s feeling that: "In writing sones 

you must endeavor to invent, simultaneously with the melody, 

a healthy, power'ful bass ••• "(2, p . 21). In this mode of 

constr uction Brahms contrasts very sharply to his conten:.porary, 

Hugo Wolf , \vho in his songs, 11 
••• gives absolnto lead to tho 

pianoforte , and emphas izes not so much the melodic l ine as the 

mos t careful declamation in the voico part " (7, p . 270) . 

The harmonies which Brahms used are described by some 

writers as being some what conservative for his day : " Br•ahms 

was a f ar more assured master of desien than he was of 

t one -c oloring" (.S, p. 75) . However , other wrjters·credit him 

with gr eat harmonic inventiveness: 

Brahms 's harmonic i diom • •• i s characteri?.ed by 
exuberant invention, a fullness almo~t too rich 
t o compress within four parts , and unexpectedness 
which koops the listener on the alert for surprises, 
[cotnpnro Beethoven ' s Violin Concerto in D J:~-t,ior 
with the Violin Concerto in i> Hajor by Br.:o..~.nsj, and 
s ometimes a flavor of preBachian influence and 
archaic modes (Andante moderato of E I·ano1• Symphony l 
(13, p . 313) . ; 



Br ahms was fond of dissonance but was very careful in t he 

way i n whi ch he us ed th~m. Regarding dinsonanoes, Brahm~ 

s uggested : 

••• and no he avy dissonances on 
part s of the bar. This is weak. 
of dissonancas, you ' ll agree , but 
accentuated pal'ts of the bar , and 
be resolved easily and gent ly (2 , 

tho l.lill\.C can ted 
I am very fond 
on the heavy, 
then let thoro 
p . 21 ) . 
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Brahms ' s works are characteri?.ed by rhythmic vari ety. 

He had a s upe r b c ommand of metrical resources and was 

ac cus t omed to the use of cross - rhytluns , particularly t\IO ' a 

against t hree ' s (11 ) . It h as been said that his u~e of 

r hy t hm was one of hi s tnos t outstanding contributions : 

Mr . c. F. Abdy vlilliams has well said , in sl1eak i ng 
of t he pinnofort" HlHp!locl.!.c, Opu3 J~o. 1. , 
' •• • vie believe that in no direction was hi~ 
wor k more i mportant than in the i mpetus he gave to 
the cultivation of a high, ar tistjc, and intellec
t ual sense of r hythm ' (5, pp . 73-74) . 

Br ahms did not introduce any new f orms 'b.lt preferred to 

work wi thin the framework of the existing classical forms . 

Brahms, be ing i n no straits for new ideas , has 
not t he need which Liszt and other 11 ad vanced 11 

c ompos e r s had of altering the clansico.l forras 
or experi ment ing in new ones , f or as long o.s he 
lived the old forms , so far from hamperi ng his 
geni us or confining hi s i nspir at i on , seemed to 
s ugges t fresh outlets for development • • • less 
c onspicuous because tho us~al t ypes of musical 
f orm, those wh ich a re called c l assical , have been 
empl oyed (5, p . 70 ) . 

However, he did enlarge and extend t ho exi s ting f orms . Of 

particular inter es t i s the new emphasis which he gave t o the 
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coda sections of his compositions . This is a point of great 

i mportance in his works particularl y 1n the symphonies (.5). 

Specific Characteristics of BPahms ' s Musical 

Style He~ating to His s~ 

It is in his songs that Brahms may be r ecognized 
as a grea t mnster of melody (12 , p . 353 }. 

Having related the outstanding characteristics of 

Brahms 's musical style in general it i s necessary to observe 

what particular charac teristics give the songs of Brahms 

his own i ndividual stamp . These characteristics will be dis -

cussed as they relate to the basic mus ical elements of 

melody, h armony , rhytl::nn, and f orm. 

The folk-like quality of Brahms ' s songs which was r e 

f erred t o in the beg inning of this chapter r esulted primarily 

from the two types of i nte r val structures which he used in 

his song melodies . One type has already been mentioned: t he 

tune based on degrees of t~e c ommon triad . Schauffl er r efers 

to the other as a "trapeze t une." These tunes r evolve around 

a particular note or "axis" like "an athle te 's body about the 

bar of his trapeze • • • " (13, p. 308) . Schauffler 1 s t heory 

i s tha t thi s tendency devel oped from a f olk chant which is 

ve r y familiar to the children of most countries: 

14 J i' 
!"\ 

J ( l f d 
! 



Variations of th1:5 " trapeze tune " occurs in each of the 

four teen children 1 s folk songs Hhich Brah.rr.lS arranged for 

t he children of Clara and Robert Schwnann. 
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Another t echnique of Br ahms was t o begin a piece with 

the interval of a rising fourth : 

Of 63 fol ksongs for adults and children which 
he arraneed for solo voice and pi ano , 36 be -
gin thus. Here the folk s ongs may be i mi t a ting 
t he inflecti ons of common speech, to which it is 
close , for it is natural to beg in many sorts of 
sentences with the r ise of a fourth (13, p. 312) . 

As has been pointed out in Chaper I of this pape r . 

instrumental music took on more i rnportanco in the Romantic 

era than it h ad attained during t he Class i c era . This 

emphasis on ins trumental music becomeo apphront in the well 

developed piano accompaniment of the songs of Br ahms . 

Brahms was careful , howe ver , to maintain a de licate balance 

between the voice part and the piano a cc ompaniment . He 

accompl ished this through an interplay (of harmonic, melod ic , 

and rhythmic materials) between the piano accompaniment and 

the voice part . 

A furthe r f eature of Brahms ' smgs is the ir 
splendid organic unity and completeness . He 
l inks t he different par t s of a composi t ion , 
as we ll as the voice part and the piano 
accompaniment , by the use of similar motives 
(7 , p . 270 ) . 

Particular rhyt hmic featur~s of Br ahms ' s songs are: 

(1) the dactylic ) J'f'and anapaestic J'J'.Jrnotion used , 
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(2) the slurring of unaccented not es over to accented one s , 

(3) the use of s yncopa tion , (4) " ••• mak ing music with 

one time signa ture sound as though it h ad anot her ••• " 

(~3, p . 305), and (5) uniformi ty of r hythm be tween words 

and mus ic (12 ). 

Brahms preferred the strophic form in a s ong : 

• · •• but t h is did n ot exc lude a somet-rhat free 
handling of his f avorite a trophic form in the 
aocompanirn.en t, and a vari ed or modified setting 
of the diffe r ent stanzas of t he p oem (12 , p. 354) . . . 

Brahms once said to Jenner : 11 I am f onder of roy 11 ttl ,e 

s ongs than of my big ones " (12 , p. 354) . By "li ttle ones ," 

it is taken to mean that he felt a succes sful song in strophic 

forDl \-ras more to hi s lik ing than any ot he r . 

During the Romantic peri.od the r elat ionship be tween t he 

music and the poet ic t ext became very i mportant . Since the 

Romantic elements in music were inspire d by the poetic t exts , 

the Romantic composers tended to allow the text t o become t he 

predominate f actor in the ir musical compositi ons. In Brahms ' s 

songs one find s that h e pays very close atten tion to the t ext 

but this interes t does not override his concern for a beau-

tiful melody. 

The composer· va lues before a ll else a fluent, 
rhythmical and expre ssive melodic l ine , care 
fully adapt ed to the text (7, p. 269). 



The mai n t h:tng in hia ( Brahms ' s) eyes Has al
ways a c lear-cut bo11utifully conceived melody, 
and a decided h~mdl1tt~~ of the bass on good 
contrapuntal lines (12, p. 355). 

Having established the nature of the relationship of 

Brahms ' s music to his potltic text , it is neces9n:ry t o i n

vestigat e the t ype of texts which Brahms preferred . Tho 

quality of these texts , the sources uhich he used for those 

texts , and the subjects which BrA.luns most frequently chose 

will be ci ted . 

Authors dif fer in t heir evaluations of the quali ty of 

the t ext s vlhi ch Brahms chose f or his songs . Brahms , who , as 

a child , collected books , was extremely well-road and h ad 

fi ne literary t nste . As u.n a.uult , he ht1d a partlc ularly 

fine collection of the works of t he German poets . The 

Romantic p oe t s of t he earl y and midd l e part of t he period 

predomina t ed i n his collection (12 ) . Ae Fuller- Maitland 

s ay:s : 

It was not by mer e accident t hat the li terary 
standar d of t he wor ds se t by Brahms was alway~ 
so r emarkably high . He paid t ho closes t atte n
tion to t his matter, and was accustomed to 
write out poems which took h i s fancy in note 
books carried about in his pockets (5 , p. 161) . 

However , there a re those who f eel tha t the quality 

of his chos en poems was not consistently as h igh Rs it 

should have been: 



Brahms ' choice of words wes often far too much 
prompted by purely l'lusical considerations and 
points of view, nnd too littJe by pure ly human 
cons idt=~ra tion3 , to bo a) h'ayo 'V.'orthy of his un
commonl y wid e reacting Rnd cood literary 
taste • • • (12 , p . 359)v 

A study of Bra~• songs cannot help but show 
t hat the l i terar y value of the poPns which he 
set to music i s uneven and often dis&ppointing 
( 6' p . 184 ). 

In choosing t he word s for his songn , Drnhrns was guided fa.1• 

less by the poe t thnn by the atmosphere or mood \-Thich he 

dis covered in the poem (12) . 

• • , it was t he lyrical feeling of tho poetry 
that was the r eally inspirinG elomont ••• 
As long as a poem appealed to his live imag ina
tion and was suffjcjently well concalved in 
wording and phraso • • • everyth1ny else could 
be left to his own inventiveness (b, p . 185). 

This method of choosing his texts ha.s been called '' • • 

thoroughly Romantic proceeding11 (12 , p . 358) , and t h is 

approach may account for the suggested unevenes s of the 

poetry which he set to music , 

• a 

Brahms, unlike Schubert , Schumann, Franz , and Hugo 

Wol f , had no particular favorite poets whose entire series 

of poems he set to music . He did show a. pre f e rence for 
,, 

Goethe , Schenkendorf , Eichendorff , Uhland , Holty, Pl aten , 
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Ruckert , Holde rlen , Halm, Hoffmann v on Fallersleben, Tieck, 

Daumer , He i ne , and Heyse among others . Of t hese poets he 

", , • prefers the simple natures , full of homely sentiment 



and the elegiac love-poets, such as llolty, PlRten, and 

Dawne r" (12, p . 357) . The poems of Tieck were used in a. 

song cycle which 1..ells the story of Hagelone, Opus :u .. 
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A set of eight of Daumer ' s moody elegiac l ovo-poems can bo 

fo und i n Acht Lie-der und GasRn.ge, Opus 57. Among his con

tempor aries Bralun:~ fA.vored Freytag , liqys~, Koll13r , Count 

von Schack , Hermann Lingg of Munich, Bondenstedt , the Balt , 

Hans Schmid t, and the Swis s , Adolf Frey (12) . 

In r~spect to the snbj ec~ matter which Brahms chose 

for his songs , it is interesting to noto t hat h e primarily 

chose poems which expressed senti monts of l ove . . . 
In g lanc ing ove r Brahms 1 songs , ho\-Jevor , one is 
struck by t he narrow ran~e of his subjects. While 
Schubert' s intel'est coursed wide over tho whole 
expanse of h uman thought and fe eling, h is succes 
s or ' s interGst seems to have been chiofly focussed 
on the singl e t heme or love wi th which most of his 
Liede r are concerned (13, p . 3?.3) . 

Brahms ' love songs as s 1~e a governing i mportance 
(2, p . 19) . 

The subjects and mood s of the song s of Brahms include song s 

of h appy and unhappy l ove , songs expres sing wistfulness and 

sadness , songs about na ture, death, and a few songs express i ng 

humor. The more \-!ell-known songs of wistf ulness and s adness 

were nearly all composed aft er Brahms r eached middle age (13) . 

In general Bra~~ ' s songs do not show a gr eat deal of 

devel opment fr om his first song to his l ast. With hi s first 
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publish3d song , LieLestren, Opus J, l~o. 1 , he se t his pace 

and continued at t his high level throughout his l ifeti mo of 

s ong writing • 

• • • his style development kept within remnrk
ably narrow limits . This i s a bove nll duo to 
t he unusual precocity of hi s talents , vary much 
in contrast to Wagner's. Brahms st.art.ocl as a 
f ully rna ture a.rtis t. Schwuann jth.lg~:~d qui t.c 
correctly whe n he saw in Brahms ' one who \~ouJ.d 
no t bring us mastery i n gradual uo velopmontnl 
stages but who , like Minerva, wo uld spring 
ful ly ar med from the he ad of J ovo 1 (6, p. 202 ) . 

The elements of Brahms ' s musical style vl1ioh have been 

discuss ed in t his chapter damonstrate that throughout his 

song wr iting career l3r ahms ma intained a prefel•cnco for me lody 

over the poe tic t ext , and cont inued hi s clo~e t1 es with t ho 

classical forms . Because of these basic preferences he is 

r egar ded as a Neo- Classisist. However , h1 s i nnovat ive use 
-

of harmony and rhy t hm, hi s mastery of thema t i c deve lopmen t , 

and t he mood painting which he accomplished in his songs , 

also all0\-1 him to be comfortably placed wi thin t ho century 

of his Romantic contemporaries . 
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CHAPTER IV 

SELEC'rED COViPOSITIONS FOR SOLO VOICC Ht!.PLEC'l'lHG 

THE LIFE AND TIM2S OF BRAIU·1S 

Brahms wrote approximately two hundred original s ont;3 

for the solo voice . Thi s does not includ ~ his colloction~ 

and ar,ransements of folk songs i n the volwno!1 ti tlod 

Volkskind o rlie~ar ~nd Deutsche VoJksliednr. For the sako 

of convenience hi s song writing career will be divi ded into 

four bas ic per i ods . These peri od~ , which have boon outlined 

by one of Br ahms foremost biog r aphers , Karl Goiringer , follow 

t he chronolo(Sy of 'RrRhms 1 s life. Each division i !J one in 

whi ch Brahms ' s song writine; flour ished and onch has a char ac t e r 

of its own . These divisions are: the fir s t pe riod from 1851 

to 1853 , t he second period f r om 1858 to 1863 , the third pe riod 

from 1866 to 1808, and the f ourth and l as t pe riod , from 1880 

to 1891 ( 11) • 

First Creative Per iod : 18$1-1853 

Dur ing this f i r st creative period t here were eighteen 

songs for solo voice wri tten . These songs appear as Ope ra l, 

~~ and 1 in additi on t o Z.:ondnacht, which was publ i shed wi th

out an opus number . The songs included in this period are : 
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Six Songs f or Te nor or Soprano , Opus 3 (published in 1854 ) 

1. Liebes t 1•e n 
2. LTe'bO"lilio -·1 .£i1hJJ£G t r 
3. Liebe~~-y· l'tth1J..!2S.J fr 
4. Lied ous tltlt·l Cir:c•jcht: ' Ivan ' 
5. l n del• l·ort·-,· rr-
6 . 'E'Ifi"Cl~~'i u·at~hen 

Six Songs for Soprano or Tenor, Opu~_§ (published 1853 ) 

1. SEan is chMl L:i ed 
2 . De r 1-'r'llili 11117."-
3. N"aCJWj1 .. 1!u r;r-
4. "Jucbho 1 .... 
5. vH o die HCJJ ~ll?l nnch de r Sonne 
6. NBCiiti.P,il.I} <.:n ~C ll\-Hnr. € n 

Six Songs for Solo Voic:e , Opus 7 (unpublished in 1854 ) 

1. 
2 . 

~: 
5. 
6. 

Treue Li ebe 
ParoJo 
Ai1klifil ~ E'l 
VoJ '-~n1) 7""r1 ( n~o Sch'<:rJbJo Zi f;}v't Fort 
ffi.Trfl uorll o 
He imkoh1• 
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Of t hese e arly songs . LiebPntr ou , Opus 3, No. 1 , is con

sider ed to be the most outs t anding . Ac cord ing to 

Fu1le r - 11ai t1ann Lie bos ~ i s : 

• •• of matchless e l oq ue nce among strophic s ongs , 
t he emo tion of tho pa ss i on illu~trated rising. 
with irr es i stible poHer to the clj mnx , t hough the 
means used are of t he simplest , meJ'e ly a gJ•ndual 
acce l erat ion of the speed , and a change to tho 
t onic i n t he t hird ve r se . • • Lie sbt>ztr e u i s the 
song tha t stand s firs t of all bre:hlns 1 voc a l 
works (8 , p. 161) . 

Among other a uthors , ~lax Friedlaonder , has t his t o say about 

Liebestreu : 



vl i th the very first of his publ i shed vo~lll 
c ompos i tions, Brahms t akes his place in t he 
front rank of the mas ters of song . Horo the 
full promise is shown of the gravity and in
trinsic soundne s s which characterized the 
work of his maturi ty (7 , p . 1) . 

Second Creative Period : 1858-1R63 
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It i s i n the second period that Brahms ' s deep love fo r 

the folk s ong is particularly emphasized . It \-las during this 

period that he began to study music from the past with grant 

i nteres t and became very preoc c upi ed l-11 th the folk s ong . In 

t h is peri od belongs Opera. 14, 19, ,lg, Rogonl1ed , the fo urteen 

Volksk1nd erleider , and twenty-eigh t Folk SongA. The 

t wenty- eigh t Folk Sone s were written in t ho ye ar 1858, but 

wer e published posthumous ly i n 1926 . The sones included 1n 

these opus numbers are : 

Songs and Romances for Solo Voi ce , Opus 14 (published in 1861) 

1 . Vor dern Fenster 
2 . Vom Verwunde ten Knaben 
3. Murrays Ermordung 
4. Ein Sonctt 
5. T1•ennun.s. 
6 . Gang s ur Li ebsten 
1. StHndchen 
8 . Sehris uofit 

Five Lyr ics for Sol o Voice , Opus 19 (publ ished 1862 ) 

1. Der Kus s 
2 . Scheiden und Meiden 
3. In der Ferne 
4. De r Schmied 
5. An eine 'f.:oTsharfe 



~n~s and Melodies from the Verse · of All~"~'. v. Platen and 
G. • Daumer for ::>olo Voice 1_2~~~ J2 {pu~lishcd 1864) 

1 . 
2 . 
3. 

\-Jie rafft t ich rnich E<ll' in u " Har.ht. 
Nic.bt l~t.•h1· ~...~. di.!.:.._3~.rw11, IH1!lcnlo...;s ich 
lch sclu. o 1 c h tw:1o) r 
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4. 
5. 
6 . 
7. o. 

lJo:e ;;tl:;()m,-clur nobon mlr vcl~raunchte 
~lcho...z so tTll s L llu tn1l~h \Hew 1·-~ondn Fessel 
Du nvMC'~ t. Jt'SII lr.l\ rrd c11'1~ento 
i31 ttores :·ll sur.•:m c;, .!lest uu 

9 . 
'So-S'tefm lvll' z icfl"W7<1-· n~e l no \.Jo ldo 
H1 o bis 1. cJu L J:u.'itle J~UnJ.£_il! 

'l~ird Creative Period: Pt.ll~t I, J 066-~ 

The t hird creative period covers a span of approxi 

mately twenty-two years and wa~ the most productive in 

Brahms ' s song ~Titing career . Since this span of time in

cludes a grea t many songs , the period Hill be subdivided into 

two sections , the first end ing with 1075. Solo vocal works 

which fall into these years are : Opera 33, ~~ ~~ hl, gQ, 

1!.2, 2f., .2§., .2J., £..2. and the Ophc•lia Liod(,l' . Songs included in 

these opus n umbers are : 

Romances from L. Tieck ' s Ha~e lone for Solo Voice , Opus 3.} 
TPUbli shed in 186:5 and 1869 

1. Keinen hat os noch p·oreut 
2 . 'l'rat;nf bo. f'n un 111•·1 sin:~ gut fur den feind 
3. S ind es ~c) 1ne1•7.en, , ind es l·'1•eudon 
4. Liebe 1-:am aus f'orn.en Landen 
5. So wills€ du des fi.:r1 .. ••n aich ,~nadir:~ o:rbo.:rrnen 
6. Wie soi.I ich (He tru~2ie , d~cnne d\nn tr~Ren 
7. h1ar es dj r, dem d1eso Lipoen l?."'bten 
8. ~~en uns trennon, gelicotes Saitenspiel 
9 . ~uhe, Stl:9:Slieochen 

10 . So tclnet denn , schaurnende 1N'ellen 
11. \·lie scnncll versch\-Tinciet so J:fclit als Glanz 



12 . f1us n es e ino Trcr:.ntll}_[L£ e tv~'! 
13. Geliebi.er .. -.w ::.:ttHlr• l't ( l '1 il1'Pnr1 •r Funs 
14. \·Jie{r:oll.• (i 1'risc!; i ein s hn ~lc!t h~l>t 
15. 'lreuo L1ebocialic:rt lP.tt_u __ _ 

Four Song~ for Solo Voice, Opus ltJ. (published 1 "68) 

l. Von ewiger Liobe 
2 . lJio l·Jainn cht, 
3. ·lch HcheiJ-wein Horn inH ... Tnm·1 rt~l 
4. lJa:J Lied vom noPrn \ro!1-r-alkcn~~r.~ 

Four Songs for Solo Vui cc, Opus 46 ( publi::;hed lf360) 

1. Die Krilnzo 
2 . J";';GY?.l'l.SCE_ 
3. Dl.o Schn1:0 ~c-_r- Vf'.£re ssonhcit 
4. An clie nachtlt:_:Tl 

Five Songs for Solo Voice, Opus 47 (publ:ishod in 1068) 

1. Botschaft 
2. Lirbo:..1glut 
3 . ::>onntaf" 
4. 0 lle t-il lch•-3 \·/ Hn.:":en 
5. l5ie Lie ber·(J(I~~ciirei bt 

Seven Songs for Solo Voi~L-Ql~s__Wl (published in 1868) 

1. D~r Ganq zur L i ebst9n 
2. Tier 'OoerH~u1er 
3. Liebeskl~ re cle!! J:adchona 
4. Gold Ubcr1.; if r~ ~, d j e Lie l>e 
5. Tron t in 'J~Jfi"O n 
6 . Versanien':f:-itm:tr Gltlck unu Hei1 
7. Hcrbstgoful 

Five Sonss for Solo Voice, Op~~ (published 1068 ) 

1. Am Sonntag MorBen 
2. An oin Veilchen 
3. ~nucht. • 
4. Wjegenlied 
5. AbendJ~n~orung 
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Songs and Ballads by G. F. Da.ume r !'or Solo Vo ice, Opus $7 
(pubiished in 1871) 

1.. Von waldbekPnn~.te .... Hollo 
2. Wenn du nur zmwflen r;ache lst 
,3 . Es trnmnto ,mirr lr.-ri'""70i djr teuor 
4. 'Ach Hendeoiest"3nBlick 
5. In me Incirl~cii+:OSO'bnen 
6. Strah:rr-zU"WCCTi3llau7i16'in rnildes Licht 
7. Die ::>clmur, d)o lorl and t'~o:rle 
8. Unbewogte l aue'-Luf!:, 
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Songs and Melodies for Solo Voice, O_Eus._$§. (ptlbl i shed 1871) 

1. Blinde Kuh 
2. Wlihrend des Heaens 
3. 15IOSEcl~ 4. 0 komma holde Sommernacht 
5. Schwe'rmut 
6. ln der~sse 
1. vortiber 
8. Serenaoe 

Songs and Ballads for Solo Voice, Opus $9 (published 1873 ) 

1. 
2 . 
3. 
4. 
5. 
6. 
7. 
8. 

Dtimmerun~ senkto sich von oben 
Aut< dern ·ee 
Ref~enrrecr-
N'a.s.hklang 
A~nes 
E ne fl Utes guta Naoht 
He in wundes H~rz verlans.t nach milder Ruh 
Dein blauea Auge 

Songs and Ballads for Solo Voice , Opus 6J (publ i s hed 1874) 

1. FrUhlings trost 
2. Erinno:>;ung, 
3. An ein Bi ld 
4. An die 'Jia.uben 
S. Jun o Lieder I 
6. J"ung_e Lieder I Wenn u!n den Hollun 
7. Wie trsuJich war das • eckchon 
8. 0 wl.isst ich doch Cien \1ep zliruck 
9. YC"h sah als Knabe Blumon Blihiii · 
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The Five Sor~B.!L_Of Ophol1n we 1~o composed in 1873 to a 

German translation of Shakespeare ' s words by Schl egel and 

Tieck . Brahms was living in Vienna a.t thia t ime and counted 

among his fri ends a nd o.cquo.intances mo.ny persons prominent 

i n circles of art and science. Among th3so was J osef Lewinsky 

who was a member of the Bm~gth~ater in Vienna and his fiancee , 

ac tress Olga Precheisen. Brahres composed tho~e sonr,s for 
• Fraulein Precheisen who was t o play Opholio. in Hamle t . 'l'hese 

s ongs were intend ed to be sung in the fifth sceno of the f our th 

act when Ophelia is approaching lTh~dnes:J . Brahms usually h ad 

an aversion to writine My sort of occasional compositi on . 

Lewinsky wrote to hi s finacee on November 29 , 1873 : 

Brahrns is a dear foll ow . He hus kept his word 
and has composed th e Ophel ia songs. • • He is 
not sure whether you ' ll l ilto the s ongs. He is 
of tho opinion that on the stA(:lO , sonothing 
simple often makes a greater effect . But you 
will surely be able t o f eel yotwself into t ho 
spirit of folk - song i n which they are conceived 
(1, p . 4) . 

The songs were first performed in 1873 with Lewinsky as 

Hamlet and Olga as Ophelia . The songs ha ve a sombre quality, 

t he onl y song brighter is the t hird selection , St . Valentine . 

The Ophelia Lieder was sung wi thout accompaniment in the play 

and t he fourth song was divided by spoken dialogue i nto three 

parts . They were fir st published by Karl Ge iringer in 1935. 
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During these years , 1866 t o 1875, Br aluns maintained 

his interest i n the f olk songs, not only of t he North German 

flavor, but a lso of A us tria , Huhgary , Cz echos lova l<ia , and Spai n . 

This na tional folk inter es t i s shmm in Sonntag , Opus hi, 

No . :2 (Germany) , \li egonliod , Oput l.j9, No . h (·Upper Austri a ) , 

Von e wiger Li ebe , Opus LJ, No. 1 ( ~lavic) , and Seronado , 

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

During t his period also , Brahms found an i nteres t in 

poems wh i ch were influenced by anc i ent Greek and Ronmn l yri cs . 

Di e Mainacht , Opus 43, No. 2 and D~r Kuss , Opus 19, No . 1 , 

r efl ec t in mood and meter this interes t . 

Many of Brahms ' s bes t l ove songs wer e written during 

this peri od . The Bo t schRft, Opus !17, No. 1, Maino l .. iobo i st 

gr Un, Opus 63, No., 5, and Liebe sel ut, OI?us /11, No . 2 are fre 

quent l y c i t ed e xampl es (11) . 

Although tone - painting was n ot emphasized i n Brahms ' s 

s ongs there a r e s e vera l which do r eflect t his te chnique : 

Die Kr~nze (describing the dropping of t ears ) , Rogenlied , 

O_pus 59, No. J, and Naohkl ang , Opus !291 No. 4 (descr ibi ng t he 

monoton ous downpour of r a in), a nd Auf dem See , Opus 59, no . 2 

( the undulating waves of t he sea ). The coloris tic de tai ling 

which is pr es en t i n t hese songs i s included by Brruuns with t he 

intention of creat ing a mood expr es s ing a h uman emotion : 



Brahnlli ne ve r loses him-self ( sio) i n detail .• • 
he repres ents t he sound of tho r ain and the quiet 
ri se and f a ll of waves • • • in order to relate 
t hese portrayals of Natur·o to the emotions which 
f ill t he h uman heart (11, p. 278 ) . 

Third Creative Period : Part II, 1R75-1R88 

The s ong s in t he S(~Cond part of Brahms ' s third creative 

period i nc lude : Ope r a 69, IQ, ]1, ~~ ~~ 85, Q£, 91, ~~ 

.2,2, .2.§., :rJ.., 105, 1 06, and 1 07. Th~ songs included in these 

opus numbe r s a re as fol l o\vS : 

Nine Songs f or Sol o Voice, Opu3 69 (publ ished 1877) 

Klage 
KlaB_! 
Aoschied 
I5es -:CI0'5sten Schwur t 
Tambourli eclChen 
Vom ::ft!oari(J o 
trcer-aJ.~ee 
Sa l ome 
M!Mcl'ie nf l uch 

Four Songs fo r Solo Voice, Op us 70 ( publ ished 1877 ) 

1. I m Garten am Seegeatade 
2. Lerch~p~esane 
3. Serenade 
4. Abendr ege n 

Five Sonss f or Sol o Voice 2 OEUS 71 ( published 1877) 

1. ' Es liebt s ich so l i ebl ich 1m Lcnze ' 
2 . An den Fiona 
3. Gehe irru""li~ 
4. ~illst du 1 dass i ch geh? 
5. Hinnel i ed 

Five Songs for Sol o Voice 2 0 J2US 72 (published 1877 ) 

1. Al tA Li e be 
2. Soromerf~den 



3. 
4. 
5. 

0 ki.ihler vJald 
"\'orzn ::>'On -;"""""(--_....__ 
Unuoerwindl:lch 
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Romances and Songs for On~ or Ti-10 Voic2:: t. O_pun 8~ (published 
in 188~ ) 

1 . Somrnerabend 
2. ~nz---
3. I n den-Eeor~n 
4. Vero;e.bliches 0 tandchon 
5. 'Spannuns --

Six Songs f.Q_r. S_£lo Voiee..t-2r.us fl_2 (published 1882 ) 

1. Somrnert:\bend 
2 • Moi1cTeiiSC'i'le-f n 
3. Mt-tdchenlie..£·-
4. Adf>! 
5. Wtihlinasl5.ed 
6. In Wiil()eseirl""il'amkei t 

Six Songs for a Lowe r Voice, 0~_86 (published 1882 ) 

1. Therese 
2 . Felde5nsamkeit 
3. Ira:CE-cwand1er-
4. Ub'e'r cffO'l'TRT de 
5. Ver::1unkon--
6. Todessclmen 

Two Songs for Alto Voice with Vi ola , Opu~ 91 (published 1884 ) 

1. Gestillte Sehnsucht 
2. Geis tliches \TiJlgeniied 

Five Songs for a Low Voice, Opus 9!t (publishe d 1881.d 

1. Nit vierzie J ahr en 
2 . Ste l~ auf, ~eliebter Schatten 
3. Ma i n Hel"Z i st schwer 
4. Sapoh1scne Odo 
5. Kein Haus , Keine Heima.t 



SE ven Son&;cs fo,... Sn~5?.ice, Opuc- 9,2 (published 1AA4 ) 

1. 
2 . 
3. 
4. 
5. 
6. 
7. wo1htE' 

Four Song!"! f'or S,oJ o Voice. Opt~s 9::_ ( pt llishod 1[~86 ) 

1. De1• Tod, do. i:' t uia ki3h Lc J, cht 
2. \hz· unr ,fCFtn-· 
3 • J.o:s S C-.l.~n-li'f !.)} nmr.n 
l+. MeeM.~t. --

S i x So~i.:?2:..:~oJ u Voico . OJ t~ (puhlj alwd lf1r->) 

1. Uacht.ir•o"Jl 
2 . 7i'U'f"(fo~ S"chiffo 
3. JfrlB. trhrt ~-
4. .Uo1~t 1n < Hn .ieirlen 
5. ), ornn UtJ 10 

6 . 

1. HAl Z1 p·cnnflr 
2 .. "I!ocl-l'r:e t:!. ::Wte 
3. WI'Sstlt r \;finn rcein Kindchcn 
4. L3 cba2• Gott dn i~~ 
5. Drauner-·rlur:Jcho 
6 . H8::;loin'" <1i·Ei7o-
7. Kom.mt cllr manchma. l i n dAn Sinn 
a. BoJ•Ch uo"r~ nd 
9. ~e 1 t"'Ui1a I~Tt 

10. Hond Hei·lJ1ili1.-Boir /1'.1'1,Se!'Jicht 
11 . HOt1i'ElJ:\);~(oll{cn 

Five Son·::s !'or a J.owor Volce , Orus J O_i (publishe d 1889) 

1. Wi e Ne1odion zieht es 
2 . l mner lei:·Ar t.: frCllileTn Schlumrnor 
3. Klu.Eie 
4. Auf dc11 Ji lrchhofe 
5. VerraJ~ 
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Five Song~ fo1• Solo Voice, O~t··· 106 ( pub1; shod 1~89) 

1. 
2. 
3. 
L!. 
5. 

Five Sofll.;s for Sole VoiC'~ 1 0pu!l 107 (publi,hecl 10119) 

1. 
2. 
3. 
4. 
5. 
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The son.r;s tn the Sf3Cond half of U1•nluns ' s thl.1·d ct·entjva 

po1~iod 1•etain many of the fef.tlll'•~~ of his OUl"l.:ol' songn but: 

there are certain chanrc:.s. As n ... Thole tho folk sane does not 

seern to play us bi;; a part as i t did in tho oo.rl ior compofli-

tion~. Howovar , a f' o1l\-like qual:ity l!J 3t.ill rt.tflnod uith 

certain elabol·a tj orw. 'l'hE' Ror· mr.• n und Li CHlerJ: O,euo All, 

Ho. 1~, s on~s in d 1a.1ognn fol'!'l for one or two voicen, \'o1•ra t:, 

Opus 105. No. _.2, 'frennumu~g, Onus 19-' U o . 1! , and 'J'ha:reDo, 

O_pus 86 1 No. 1, ret.ain folk-1:!k o qualitiGs. Even the song:1 

whic h are basocl on n on- German folk music of this period boglns 

t o be more free in 1 ts o oncepti on , Songn of thi s en tegory &.l'e : 

1, Das J~a·dch(\n, Opu~ qr __J~o. 1, and 
------~~~~~~--~~--~~ 

tho Zi~eunerJieder (Gypsy ~on~) , ~04r~u~s_.l~0~7~~r~~~~~ 

During this period Brabr.s ¥:rote feHe r songs using poems 

With settings of classical form and content . The only ono 



which h e wrote in tha t style \->aS the !:>upphificho Ode , 

Opus 94~ No. 4· 
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The increased variety of 11100d which 13rahms rJeveloped 

in his mo1~e ma ture y oat•s may b e s een in: SalomA, Opus 69, 

No. ,), Das Madchen spricht , o,--us 106, Ho. 3, Bei dir sincl 

maine Gedanken , Opus 92, No. 2 and Lcrchenso!:inns, Opus 70, 

No . 2 . Some songs h a ve a ballad -lil~o characte r : 

En 
•• 

tflihrung, Opus 9].z No. }, and tho ba ll ads in Opus ]_5. 

Other songs have characteristics of d rn1~tic scenes as in 

opera . Example;s of songs having t his quRU ty are : Auf doM 

Kirchhofe, 0£US lOS, No. 1!, Kein Haus , Ko ino He i J.a.t , Opus 94 , 

No . 5. Unuberwindl i ch, Opus 72,, Ho. 5 depicts tho gentl eman 

who i s suffering fr om nn ove r dose of wino . 

The Two Songs for AJto nnd V:l olo , Opns 91 Here written 

by Brahms f or a l ife-long frlend , Joseph J oachim, the vio

linist . At this time Joseph Joa chim and his wife, Amalia , 

a singer , we:r•e contemplating a dissol ution of their marr i a ge . 

Brahms hoped tha t t h e se songs would s moo th over the antagonism 

if Ama lie would sing the songs while h e r hus band pl ayed the 

viola accompaniment . As it h appened , Frau Joachim sang the 

songs for t he fir s t time at a concert in Vienna on January 7, 

1886, to the viola accompaniment p l ayed by J oseph 

Hellmesberge r (7) . 
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Fra n Ell nabet von Hor~ocf'nbAI'R, n 11 re-1 ong fri~ma of 

Brahms 's wrote to him concerninr. tho first of tho Two 8onr2 

for Al to und Viola, Gestillte ~ l~cht, sa~ing : 

About tho alto sonp, 1 would rnther not 9UY nr.y
thi ne until I hnvo hoard it. p~uporly rondored 
with the v iola. lu the rr-ean tirno 1 am s tudylng 
b ot h pu1•ts, nnd am ulroa.J;' · n love ;.;1 th tho 
wonrlerful earlen?.flS, ~·ar L.i <.'t lurly the Hnnn 
s c 1:1 eft i h1· _, WH1 t1 .!:: c h 1 P J • t i 1 • e 1 t • • • "'1 th 
t he bt.'IUll t · ful G l ~l nor-, ti .. 1 J or· t1d tho 1 elody 
.so beautifnlly t.nke;n u;> by tllc vi(lla from tho 
al~o. Hut the .!.:1flpeJ.n~r \Iindo is vory d:1ff1-
c ul t, cv( n fOl ' a tn.l•wtuo . .LHt or. Hhy nro you 
so cr,lel, tul'niup; women into oboes o1• violirls'! 
I s t h ls \·•hy you ber,in \:1 tl• B l.i.lto uno thor c1·uol 
roe.11 l Beethoven) ·. How thr.nl fully the throat 
r e l axes fnr• t .. lEJ !'urtor Sio lisroln <lio .:~"~Jt in 
Schl unJrne r ( 7 • p . 1 r_,4 ) • 

The sc.cond of tho 'l'wo ~iongs, GAj~t.lichen 'dic:ll' nliod , 

was firs t writ ten in 1063 and \ ffiG ~Pnt by Brahms to Jose~1 

J occhim a nd h i s vri fE: who had l,Pon Joa.rrled oarlie'~" i n t.hnt 

s ame yeo.r . Howeve r, J.atc1r on Bl'nhmn wi thdz•ow h is g i ft bo -

cause he was n o t sa ti sfil•n \.J itl1 it . The vors 1on whi ch i s 

now printed i s t he sncond version published i n 1 908 . The 

f a miliar s onr; whic h nppcars i n 5Jo13tli..chts \liegenJied , i s 

t ho be autiful o l d mel ocly , ~Dh, 11ober Joseph 11nin which 

appeared i n wr iting PS e~rly as the f ifteenth ce n tury . Th13 

mel ody has ofte n b een u .>od by c omposcrs i nc l ud i ng Lisz t , 

Sme t ana , Humperdinck a nd Hax Rer;e r (7) . Hujo Holf s e t t h i :'3 

s ame poem to mus i c in h i s Sx;nn~r.cbr..s Licderhuch (7) . 



60 

The Two Son~s for Alto and Viola reflect again 

Brahms ' s interest i n nature as well o~ the follt song in

f luence . 'l'he love which Brahms had for na turo can bo 

furt her illustraLod in t he songs I-·cldeinsam~it, Opus A6 , 

No . 2 and Der Tod, das i s t die k~hlu_Nnch~~~9 96, No. 1 . 

Outstanding songs of th is pol•iod whjch hJlvo not yet 

been mentioned nre : ~11nnelled .. Opn~?l, No.5, inspired by 

Austrian danc e music , Al to Liebe,, Opu<! 72, N~. 1, dosc1•ibing 

the dreamy mood of a spring day , the moody Immor lniso wird 

mein Schlurnme :r, OE,_LU'~ 105 , No .2, Str;ntlchon 1 Onns 106, Uo. 1, 

and the l ast sone of this per iod , Nadchenliod, Opus 106 , 

No. 5. This l ast song contai ns a bi t of realistic ,.,.ri ting 

describi ng the regular r hythm of a s pinning- \o.'hoe l . 

Last Creative Period : 1008-1891 

Brahms ' s l ast creative period includes only two s olo 

vocal works : t he forty - ni ne Deut sche Volks1i()ne r begun i n 

the fi r st period but not c ompleted until 109L~, and the Vie r 
. 

t 
,, 

erns e Gesan~.e, OEu.s _ _l..l.! · The l atter was c ompleted on 

Brahms's six ty- third birthday , May 7, 1 G96 and publir.hcd a 

year b efor e hi s death. This wor k was originally compos ed 

for solo bass voice (7). 

It has been s a id tha t the Four Serious Songs were i n 

spired by the deat h of Cl ara Sch umann . Howeve r , t hey had 

already been compl e ted before her death (13) . I n a l etter 
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to Clara Schumann 1 s daught.o1 s Drnh111B ref'errod to t.hoso song::~ 

l ater, saying : 

If a book of Serious S(nr.':fi.. arrive~ Hhortly , 
do not misintPrprot L.l1r , i ft. Qui to nn•n•t 
f rom the clonr old ll"'.lH 4 ~ .. \:ri ti11d vou;;. namo 
fir nt, tho sonc:s al!IO conc•.H'!1 you ro~t 
a eri ously . I wrote them in tho 1'1 r.J t W<. "'k 
oi' May ( that is , in 1096, Uw :;<"'~'1' of Glnra 
Schumann' s death] ; Jam oft•Jn ocl.!uph'J \:ith 
words of th.·. t k i nd , but I did not e...:pec t to 
hear worse news of your IllOth~:~r--but t;her is 
often s om,..thhlg thn t :!p~a~.;; Rn•l Hot·ks docp 
down in ono , ulmost uncunsclou~ly, nnd ut 
t imes it PlA.:V wc l1 c lotho its~:~Jf in nounf1, as 
poe try or music . You ca1mot try the son~s 
over, f or tht: words uould be too rr oving for 
you a t presont . But 1 ask you to ruparu th m 
as really a f uner al of fer 1 nc for your clr ~r 
mother and to l ay thetn asido (13, p . 360) . 

Fuller- Haitland desc ribes th~ contont of th Four SopiouM -
Sons s in this mnnne r : 

••• we beB in wi tl1 fl r ofl6ction thAt ns 
death is c orruron t o rnnn and l>east alik' , so 
t here i s n o nssuranC(• of o. difference in t he 
fu ture sta t o be t ween one and the other .•• 
The next sene seems t o say , ' Bvon i f U1ore 
be no futu l'O lifo, the dead in t hoir per fec t 
unc onsciou~moss aro t o be eJl'!icd , r a tll"r than 
t he living who mus t see a r ound tben trotblo 
and sorrow t h ey ca nnot r elieve . ' ThP same 
i dea l e adn , in the t hird song , t o t ho prnise 
of death \-Jht) U it c omes to t ho poor and nf
fli cted ; a nd this in in s ome w~ys t ho nest 
beautiful of the f our . • • v!i th the last of 
t he four s onv,s we chnnge f ro:.t the gl oom and 
uncertain ty of the hope of i mmor tali ty he ld 
out in the Ol d TestAmAnt and Apocr ypha t o the 
Chris tian c onviction, and t o t he love that 
spreads abroad to all mankind a 2 the r esult 
of that c onviction ••• i t is di f f icult to 
i magine a hnppier end ing to a Blorioun c r ea 
ti ve career than this song ( t he last of the 
Four Serious Songs) • •• (8, p . 187- 188 ). 
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It '1-HiS wl t.l •• tho ViHl' ll'n~:tCI G(' .• ~nee (_Four St>rin~ 

Son~s_) thut Brahn s clostHi not only hir, cnret•l' in r.ong 

composition, bttt &ls o hi H c.ornpos 1 tion in the othe1• nrec n 

in Hhich he hnd brn3n ac tj vo t!n·our.;hou t his 1 ifct1ma . 'l'he 

only ot.h(n• '\o.T1 t".:lnc Hhic;h hw occo!ltr1 j ~·hed boforo his dcnth 

was tho art•ang0111ent of a SC't of eleven chol•alo proludes for 

the organ . '.lhe:1e l-hH'C not l'ltbli:Jhocl until 1902 (8) . 
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CHAPTI'H V 

Tho p urpos o 1 t.hh. chapc.r 1:; tlu~e: efold : ( 1) t.o 

e xplo1•o the a tt1 tndon of the collt n.1 ornries of' Bralu .~, that 

is , the genernl pubLic , PIU~Iic cr.it.i.c$ t.nd fe)loiv muslciuns, 

tow'lrd Bralur1s 1 ~ C0npo:;itioru> j (2) to tllacus~ tho nuturc 

and c:r.:tent of the con tribui:lon of Jl:roahm'l to tho do vnl op.'lont 

of Gorman Lieder;. and (3) tc p "!lent conclucl:ing l'OMlrks l'e

gardlng t ho rcle.tionship of t.he lifo , t1rno~, and pel'Sonality 

of Braluns to his :.J olo \'OC u.l lWrk:-:. 

'l'he worl~s of 13rnhrns Hero not well ue coptod at fi 1'!'1 t by 

music stood in great ClmLrast to tho me.,iol·ity of the compoacra 

of his tirne . \\'hen co!lpar·t~d to tho Music of \!agner , T...iszt, 

Berlioz, and Wolf , tho r.ms ic of Brahm:> secued cold and !!parse 

to tho general public . l"rom Scllauf fll'r HO read: 

The publ ic lookod upon 1.3rahn,!.t M.l n fd mon-puro 
classicist anci cc•1clnded that. he nmnt thoro -, 
f o1•o be cold and l'ormnl. People fcl t that he 
hnd 1 no r olody, 1 that he Has dry, nbs truse . 
philosoph:Lcnl , nnd that. if t!1c music !:as 
occas i onally tinged ...... ith emotion , it. ua3 sor
rowful, bitter ~ possin.i~tic Enr.otion (9, p. 452) . 

To further illustrate th..: tenor of public fee ling in r ogord 

to Braluns • s mus ic the follo'rdng eJI corp t describi n...; an inc 1-

dent which occur red i n Bos ton hrs been included : 
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Those wer•} tho days Hhen Bo. ton, th n t.he most 
musict:.l city in A! ·r.i.cl, ~ p,,l•oyin ·ly ocl oed 
Ph ilip Hnlo ' u mauv~iq 1 ot: 'J"·it in cu.c of 
Brahmr. ' And tho <'Ont•ort l• w ,or l'Ctunlly 
announc0d Uw 1. u puusn 110Ulf1 •JC r.tn• bl foro tho 
Bl:•WJI,lS numbe1• 1 n o:r·cl< !' to ulJ ou hm; ti] o 
ljstencrs to Jeuvo (9, p. lt~l). 

I n addition i.o tlt•• r.ene:u:1l public~ I nn PlUS 1c1 11S of 

the day were hesit:ant t.o <3pouse Ir h n•::~ nu ic. · .. hethor 

this Has a genuine feeling on the pcl•t of cuch indiv1dunl 

or an ou tgrovltl! of i.Lo n.ppr:~rent JJCCcf':1ity of choo~Jlng hc

twoon the "Hew Gcn·llans 11 on tho onv he.nci ntJd br&hm~ on th 

other cannot accttPH t.cly bfl es tc-~.1,1 i~hod. Vnl•ious autho1•s 

ha ve con j ectm·c<l upon this subject: 

The f eel ing ngnin!l t. BPahms 1 1 11sj c : (: 1.3 oft.cn to 
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h Hva ste!lllolecl nut !Jo 1 uch frt .• n cv ... ll.ntton of hi: 
music itself hut, Pft"...her is :t l 1tp,.r·mo~ib of tho 
' pol iticuJ.• fnelill!_,s in whic1 ont:l li'IU.I. tit-111• ~n.;our 
a n a lligiuncl"' t.o oitltfJI' Brhll. or Uap113' (9 , p , J1~l) . 

From Gal we r ead : 

l''or Hagnu inns overyv:here - -ancl in tho 1870 1 t.hoy 
were i nc h .. Et!3 ingly in the c Cl~ndancc1y-disl,Rr .. 0e
rn ont of l:'r--:Jnns Hns n. basic principle of muslcnl 
politics (.5. p . 233) . 

In addi ti on, vnr:l.on~ cr i ticH 'h'ho wore very influential 

fol lowed the n ao-Ger man l ine i n the ir oval uation of Brahnw 1 s 

music : 

J ean F. Schuct , Leipzig ' s mo3t rospoct.ed critic , 
e xpressed h1 !J regrc t in a ci i~cu~ s .ion of t~10 
GArman R(;.o•Jj em thn t Drah!rlZ lncl:ed tho courage cf 
ri::31ng to t.:fi'Ofr oedo.m of forn, especially as far 
ns rhythm and daclurnt tion are concerned, which 
Hag n er, B,.r l loz, and above all Li~t~ t hn<.l p:i once red 
i n such an epochql manner . Louiu Ehlert , an im
porta n t c l' i tica l voice in Berl.i.n , declared : 



1 Brahms 's r~us ic has no p1·ofilo; it only h.a.s 
an enf&ce 1 fL•t f'~CP).' A l•'rench crl tic 
quotcdey }einr; ~ rtner sF .!d: 'lio 'JOrlts ex-
c eedingly well Hl th id c..•t:.; ~:hir.h 11) doos not 
h ave. ' And Gno1•go BernrG•rl :Jh"\ol, who we.s n 
music critic in his YOill"! ''El l' dllv.; llJld n 
staunch Wagno:t' inn , c;u lcci thll G1 l'1nnn Hooni nr~ 
an ndvertis~mGnt l'or &n unclol•trtl{ : [;"cw - -
t ablishraent • • • (.5, pp . 233-? 31~) . 

Schauffler states that: 

Finck in New )orl. , Hunc_:_rn<m in Ltwdon, and 
Romaj.n Rollnncl jn l'k.ri:J SAW CVIJ lo eve \.lith 
Doston 1 s anti-llrRbmin, ancl wo)'o fn)ly £iS in
fluential as J1e. The old -fanhi t''l u ci pn.1•ti f•nn 
fe eling still ran hJgh. It was fult W1nt 
o ne rnust swtH.u u.llrJp:l f ll<'O to c 1 tbcr ~iagnc· 1 
or Brahms , but could not care for l>oth. It 
was not done (9, p. 451) 1 
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Brahrns 1 s song:> cons ti tut( d tho forrr of c o:::pos 1 t i on which 

most befrie nded t he public nl thoup.:h c-v•·n tl1" so works ~uf

f ered some censure . llis songs wore, for the most pnrt , con-

s i dered very diffj cult for singer_? of ld:J O\om de..y . Th:i a 

was particularly true in countries other than Gormnny . 

Fuller- Maitland tells us : 

It is \vi thin full memory of man t.h'lt tho ave race 
English singer would not attempt to sing any- . 
thing by him ••• (3, p . 17). 

Those songs which more closely rescrnl>lud folk sone;s woro 

the most often perforrned : 

Formerly even at a timP. when thC' Li ebasl-lodcr 
were received with de lip;ht , tho1•e "-"ere Vt'ry 

f ew among t he professional si~~Brs of London 
~lo e ve r ventured to p erform onP of the songs , 
unless it were the Hie0enlied, 5onntl:lG , or Die 
Mainacht (4, p . 157 ). 



Por·haps thu reuson tho son .s of Bralv c Ht ro nttacl:on 

as being unvocnl ua~ tllllt t..lw a\'err . silli ~1 u. ocl thin 

accusation as n C.OVt;;r fol' hi~ own J1c'k of' tf.clnique. Sir 

Hubet• t Pa.rt'y sug e:its thi3 in tho follo\:i.n quotntion: 

Tho cl~nrc'e c fld ns 'L hi. s son · of UP i t"l • ldWOC l Hns 

a mere 'fucon oc __ t.~~ .. !:} l'r .' • • • Jwnn lti~ . · ~let· 
s o11gs nJ,O-SCJOl .. ~~i.lllil--:-~ to 1 rc .1 t c ( •1 i v rnLlo 
difficult)(;s botn to !Jjn30l' •nd p1nyur ••• (3, 
p . 17). 

Brahms se( m~d not to care a p;t•cn t deal nuout thn d-

verso opinion!:' ol' othor~, pm•tlc ulnrJ y t.hP. orinion:J of t.ltoso 

who we1·e countod as p:u·t of thE:l neo-Gor:mm :whool. He re-

l ied a gt•ont d<.Hll on his o1.n intui t.ion nnd the opinion~J of 

those who weru VOl'Y c 1 oFc friends of lon ·-stl'n~ing. Among 

those \•.'hose op.inl CJI'l!J ho valued h.i.p;illy wf"re: Clnro Schun•nnn, 

Elisabet von liorzogenberg , nnd Joseph .roa.chirn. Nost o.r all, 

however, BrnlunD 1·elied on his own cr:l tical j nn tincts • 

• • • h e ( Hrar.lllls1 did not lng fm· bohincl his mo!.lt 
crit1cnJ o punonfs Hhen it camo to sl{epticinm 
a bout his oHn work (5, p . 233). 

It wns tlu"O\lf'll Hrl;1.hmr:'s conti nuin£; re-o\·aluation of 
•J 

his own works and 1d.s dj J.igP.nco in se(~ldng \:hut. he consiclored 

perfe ct ion , thnt h e finally oArned fol' hi!llsoJ f n pl£iCO o.mong 

the grea. t c ompose1•s : 

• • • t ho e.verr.gc quo.l.i t.y of hi::; \:orlts ns compm·od 
t o that of his nAtUrfl creati\'C D.biJit;'{ WaS the1•eby 
r a i sed ( by his self- criticisrl1) than thnt of ar.y 
o ther corr~posc r ( 9 , p . 168) . 



j tlt'<l ~ 0 •• • feu son[-W:r>lters }P\'• 

consl~t•nt n ~tfndal"d (r: 'r (11, } • :-'53) . 

Gr•ndua.lJy the t.inn of o'l"\'ll m bo~nn to cr. nrn ro-

g:..rding the volue of Bro.hms 1 n n ur c. Lv n so1 of the 

members of tho nao-r!<·rn n pn··tJ 1 n An to real~ zc.' \-JO:r>th ln 

his compos j tiom : 

Weincnrtner w! o ~ s nn o~ ll~nL ~~~1c'nn nl 
\vOlJ -l~noh·n c 01~ 1t•c ur t\IH' f • 1 thou 
d{•<ICl' j b (1 ll!.l ol>..,{ C ti V( I l r r • 01' t 
ncw-GermEP1 ptrt., \..roto ir •1 'ro·in 
manner aboni. Bl'llluns nui. lt tAl' r· lie lJy cl n • d 
his op:lnion. A1, thflt 1.11 , ho ' 1', fit the. 
turn of the centm•y, it. s ~~. to h J.ve b on j,
pos sible to boJ on. to on rnrty H11.il()ut unp;
scrvcdl~v· conckrmin-; thn o 1 r. ~lH'h CA3 • 

shov! that no objcct.ivu Grit• rln exist· w 1 n tho 
esscnco of n. j 11d 'I ~"n 1; of artl t1 t 1•; vnluc 1 s n t 
stake (5, p . 235). 

From Murdoch we rend: 

The s;vl'lphonic~s of Br anm· ru1v havo ueen rlifn cult 
for t.l.e Vionm.\fit) nne t.lto Lc> ipz ir, rn to d 1 • st. o. t 
a f ir~t heAri ng ; but the rn:sicjons could under
s t anc1 tlwrl. f.nd a~ lceci l ( ~ 1' rea t". pe:l'for·m .r cos' 
while even t.ha ' ant.is' cc1J.ld not. dism1:1s thoro u~ 
bad mu~ i c ( f) , p . 189) • 
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As t he mus 1~ of r)ralm:..: b f'>Cf\lll!J o·adnully l110l'e nccepted 

by his cont.em} orai'iO~l in hi~ na t.i ve Germnny, this accept nee 

spread t o other c ountries where Germ n is !lpok~"n, to t!H'I 

English speo.l:ing countri~s, and finally i.hr0ur,hout the ent1ro 

world. 

If audiences Fl.I·o t.o be nny c;•it.crion, the 
Li~ztian influence has wanud considerably of 
lat.., ; the cJ '1S :-d cul f orm hns ... ..:on , an-J a 
Brahrns synpl ony can no-;.7 hold it::: N'"'\ ns a 
1 dl•aHinrccard' all the ,,•orld ovo.r (9, p . 189 ) . 

;,..) 



• • • so much ha~ happt n• (1 in tho ln:· t f ew 
yea.rs t" ~"'ender t'1r-~{j [ ·~ • • · v 1 'l~'l l uo,lt 
Braluns'n Jl11Ul h 1 ) "le[JS und '~s, thr t., nt the 
p rese nt time , tlw '14ratu• · - U ~"'Y lJ' :1 id 
to h a ve acquired LEHf vi.-.;r 1. • Eo}' .t in 
t o sao tlm t quali.-l<::f; !'or :rl' r~.·nrde:,} as 
dGst:r>vinc; of rep.rorcL lll' · r•,.ll.~ cf' oette 
another kind : and tbn t t,.J, i.•,rrl • r us ic i'ln • s 
mu~tc,t whichht" b&t:u fr(•t 1~.1, ,,•11 d 1n 
a. slnister ~ enso to the \.:rn·~·s of~! J. l' ; 1. , 
i n tl'llth , th'l vu.:..·:,- h .i r.hoc-i. cc..r lin ,,t ul iC'h 
coul d b o p a itl to them (3, pp . !)- 6) • 

• .. • bJ• t he heGinr.1nr, o f our c• nt.PI', ·, brr.h :s 
h ad tEtkf3 n root • , • • in tho Ges•mn.n nnd 
r:nellah- speal:inG c;(.;ur:tr•ir.n onJy. !)inc"' tl n 
h is ~tn tu:r\1 hR. s r,rown imP' tSUN'bly, nnd his 
music ha~ conqurn·ud t he w !( ll \.:oPld, v r~· 
erad ua ll y a ud w:J thou t a r, dis ccrni · .~. c c . -. . ' t e r rml l'<HUc orw ~ T t1du.y :\ l. r· tay n Wd •J't Pu low 
h Eld env.i.~; ae;ed it: o n a 1 ( V<-•1 wi t11 Lhn work:J 
of t he grtHl t{: !.l t mn s t.£:u•s of ul l ti 1 ( 5, p . 2J6) .. 
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There nre seve1·nl charncteri~tlc~ wi1ich aro menti oned 

over and O\'Ol' ae;e.in by those v1l1o run·e H l'i t to n r er,tn•d ing 

Brahms 1 s c ont.rl bu tion to Gcr~::an l.J.~." rh"'l' . Th one m•e c hara c t el" -

1s t i cs wh i ch Brahms c ontl·ihuto() th1• ou[..h h i!'l ovrn ind i v i d ua l 

qua l i ties to the b od:y of Lj erler li t.o r f!turo . His 9ongs a rc 

ch~recterize:d by exrro t. s ive but n ot d o:>.i nant p lnno_ a ccom

panimen t s, care fully interwt'V!'n bas'; line s , ln·:cntive me lodic 

lines , per f ee t.i on o f fol'rnF 1 str-nc tm•cs nnd a h ic;h cons is t anc;.· 

of qDality of all rnusics.l element.::: ("/, 11 , 12, 13) . 

Brahms wa s in fltH need by both Sc humann and e chubert , 

but he was inf l uenced p:rimaril:v by Schubert . "In his s one::; , 

Brahms took Schubert as a model" (1 2, p . 468) . 



It (· ,~&ll.ms 1 ~l co":posing ia c l ~how.• l.l' 
Scl~L arn 1 s infltlt"'-!l"Os t... "' • .. •• in 
the Olll liel' Horl.::; 1 but i f .. ;r 1.01' 
affec tc c) by Scht.l..'Prt. ( l.t 5C). 

c£>: of 
of 

c]u rly 
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In his c omros i ti on~ ScL · \-." th fil" to eleva to 

the sono f:r-cm chit1fly a eli vc . i un to n forn: c p Llo of 

expressj.ng profou11d ideas &.nc c.: t t\!.. (7). In tJdi tion, 

Schu'bor t Has the f11•s t to us~· J.Ot. Ll<": t{ xt: uf h1n c 11to:--

pora:ries, for his song~ (7). J"..lthou·ll :'cl,uh t inslJgottJd 

a reliance on tho puct.ic t\j.:d., i.li!J p::.•itl r•y 1utuJ.f.1\. was the 

musical set tine; 1'or ,,·ld.ch he "'ould :,nc1· i fiuu 1 tir poetic 

inte1~est (11). 

Schumann , Brlihros ' s early r ntor, fm•tl r lXtcmdod t.ho 

dependency of the~ uron ~h po•tic tJxt th h his 

emphasis on retninir1g cort•ect word dt:.Cll trc tiou in song . In 

addition, ~3chumann in trod uccc1 l1ew piun · .. tic nn(. l urmon ic 

technique~ :into thE; :wng rcperto~.ro ( 'l) . 

Braluns continued the d(. ve: lopmcn t.. of Lio<Jr 1· Lut along 

l ines c lose1• to the songs of Sclnl;ei•t thon of Bchumarm. 'J.'hnt 

i s , Brahms npproAch(jd his :Jo.us-\::ri t:lnl! from a prc.Jomlnan tly 

musical standpoint rather than a literary one. 
11

Bro.hroo hud 

l ess regRrcJ for t he H'ords of a poem t.l.nn did ~• o.1e of hir. 

p:redecess ors or c ontem,~orari ed' ( 7 , p . 1761). Ya t , 1 t 13 not 

correct to say tlH1t Bl·s.bms 1 s songs cons ti tutc r ... rutrogro:.,s ion 

of t he Lieder . The level of perfection wh1 ch f :r·uh.'115 hrour;ht 

to t his art form con&titutes an elevation and nolidiflcation 
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of the most. sit;nificunt, fc·utur o" 'r•r · n ~-· · ~. "All 

of the be3t t:~ ... nd· nc.!es of tl.. n~ • I th C } t ' "I l"O 

summed up in the songs of J o' .u. I' () 1 I } • 614). 

Certain conulu~lons mEy ~u d fl'CJ! l} inforM~t · nn 

in this pape1· J•er' 1·d j ng th l'' 1 ·~. 'I . p of t: ) 1 f o 1 t ir, :J , 

olo •·o · works. ln Hnd the per~onnlity of Brnl J!; to hJ 

Chapter I it wtu. st.nted th·1t Br J . a·; ' of the 1 ol '-

tical events t nl:in,:; pln.co in G ... 1" ny r'·n·i•'l- hi· ) i.f'ct·11 • 

Certain c ompr;s i tj 011s l:hicl he Wl'Ot t t . t to thi ~ fo<' t . 

Howe\•er, vel'~' )j t.tJo of thl:=- awarPn .. is (~ r "'.·od in lis 

voc~l Horks . I t set ms tLHt. Itf3 con. i 1• J•P.C' 1 h song 1'ul'J"l to 

bo a form 1 n w11ich the int1J c to 1..: ot iC':1 1 c oulo 1 10~ t r:q pro

pria tel)· bo C-lXpr·o~,scd . His sene .. oft 11 d~c l wl th ~ itunt.:.ons 

which are either doment.ic (conv•~r::~cd. iC'Wl bot. ... :e:f'n moth l' lln 1 

daughter·), purson"l ( cxpr·ossions of pnssionntc or un1•squit.od 

love , sorrow, c1P.J'Pession, Bynpatlly), o:r nra eY.pre-ssions of tho 

beauty of nature .. 'rhe foJl~ song s t::t nos as the rncd 1 u."':'l throuc;h 

vlhich Brahms expPc.3sad h:is untionali::,tic foollnr.n . Hi.~ u:Je 

of the fol k SOHJ idlo.:J l>oth in I'!US icnl and roe tic ~tylc ls 

his more subtlo wuy of dc•cl~ring hl~ poll tical nllegiuncc3 

and concern~ . Ye t Brarur.s "'as not. an extrC:~€'1 nationalist . 

P.i s cosmopolitan view j s exp1•essc·d ln his inte1•est nnrl usc 

of t he folk song styl e of ot;.1er cot:ntries . 
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The RHeeping soc; al cLt.n c 1ich \oON b1• llrht Hbot.t 

b:y the poli tic;al (J\ l';n1.s of the lr P C'l' htO! r1tt1 n.nd Olll'ly 

ninetoenth centurjos on: b) ·d the l.j 1 no cc to heooMu n.n 1n

depend ont Hrtist. Cor"! o. o · ,. r 1 o 1 W"C 1· hnuJH1 b • e1 thor 

the church or by tho cour•,!" to "r i1 c. 1 •:t~cuL l' 1 u. leal 

style, a spec:ific foPPl, tu-inr- n !J! t c lf~ ~~ : uu.1oct rn·tt t(-'r i'm· 

a partiCltlftr OCCa~ .Lon. flc•r Hllt.lc (:• rr'",' l~fl <'On' iclf'l'ucl tho 

most noble tr1U~~ lc thHt Hl1 • ch vrn., v 1•1 t~, Hi no p l't · c•1ln · 

purpose in rr.ind. The co.npot>or co1.ld folloh tho dictrtes 

of his mm artistjc :incJi11 ttit,n". Holnr, so·lallj 1nd pondont, 

he could choot.:.c3 tlt0 1llUBl cn.L styJn in ,.;hi<:h lw HiuhM1 to co!'.l 

pose , the forr1 it1 'o~lric"t ht r/Ould (H. rc .. h'~ icions, and tho 

subjects about Y.lhich h.H wouJ d "'ri t • 'l'ho ir .. ,etus for hio 

cor11po3ition could corn() froiD f"an;r ~om•c s : ho r.ouJ(l write 

music for a part:tcull!r occu:-~ion, lH1 could H.l'ito rmsic a:~ an 

expr ession of his cmot~on, 8.9 un ar:t of f'~'"'i.end~hip , or for 

t he sake of writing mur. ic {that is, art for art ' s sake). 

In his life st:--lo, nrahrr.s WS.f just r.uch an artist £Ul 

has been described above. He wns jodepondent, bound by 

neither church nor coutt)y favor, financiaJly independent , 

and pursued a muflicnl style wltich was uniquely his own. He 

di sli'kbd \-triting occas · ona.l plcc.o!l, although h o did !leveral 

times dur ing his song Hrlting cnrcor. J·inny of the songs 

wh i ch he wroto were in~.pirod by frl(!ndshlp. Otht3l' nongs 
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took t hoir inspira t.ion d i "~"ec tl.> l c. t.bo p L1 y of hi:' 

contornporarlo:J, unother Ho ;,.tnt.:. In nny c&so, he 

musical style , form , an' sub:cc • ~r of hif solo v cal 

works refloct his o\<;n iuuivi0ua) c r c l. 1•1 l. c:: dat r .. ined 

throueh his own choice . 

The a1•ts h'el~o ntilmlat(;ld b,,, nnd in tn•n sLltlUlAtco, 

pol l t icnl c.hangus o1 the day. Th d. Vl lop nt of t'lio ro\'O

l uti on in t ho a.rots rc:>ult ll in ho.~ nt-lci, . 1\tmn.nticl::nn 

enoornpnssed mflny troncl!l und id• R 1 t.1dch :rep:t [, nt vnt•iofl 

r eaction ::J to t ho :w social tnl politlcnl ell ·• .•• Jn both tho 

f i ne art ~J and in m.uslc, t.·c C::lst:.nct 1nntt on:t nro npptront: 

one in which tho al•ti~1; t.r;iecl to <.rt hlis11 o .. J, l' out of 

chaou A.nd on~ ;n which the nrt.irt l s cnu 1 t. up in t.ho o.x-

c 1 tenJen t of c hango and pcrro tuo.t~d chnn o. For tho J <.Ill t 

par t , jjralur~s bel ongs to tbo group t:hj ch en. kVOrud to o:J 

t ablis h ord e :r f r om chao~ . Iiis ~ongs ro!'lc c. i thi3 tendency 

t hrough hi s c on t inued UtH' of t ho e s tabli:1hc J c la!l s ical forms 

( in sonG , par t ie nlarl y t.11~ s trophl(· fortn) , m.d d OJnina.n t 

position which h o gf! v e t o rms i cAl cuns l durulions o.bovo c on

sidera tion of p oe ti c t~xt!l , h )s iutorest :in poetry of tho 

past as song t oyt s , t hn balance '.-:Lich ho l'lO.intnln eci be two en 

vocal l ine and p i onu acc olu~Janlmor. :; , und the i nter play of t he 

bass and me lod y line s . 
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The ahovf ~haPac-tol·istj c_ 1 oint to 1 p l'l ' l' l ont 

to\>;" rd restraint on the 1)~!..rt 

which is present in l 'rclll'1S ' r 

c r t ' c 

• r lU 

! ~ t" T 

I J li ' 

fl lt:Ltl' int 

d 1 t-

self in limited vnr•ie1 y of l 0 ~(l c 1}. r 

moni c style, A.tld tlulw~who t J 1m' I ~ uh,i M t r. 

tiv<" l 1'

J.h so 

chaructBristics are c:onsi:;t. n~. llJ tl. hl~ 1, ivtr't 1 p "':J 

ali ty traits as they rn·e man.if • I'd tn l. L'l. ie l t ... t • 

Brahms wafJ u p e rnon who wa.:3 h ~·it. nt to ex.'OSt h.~ inno1• t 

feel~ngs . He \--H\a lmohn to 'bo c . roful, proci!j 1 :. lf'- uincl -

plincd and :;elf-effncin3 rogaP Hn~; hi:;~ c u. i tioll' . 1~'1 

short, BruhmE \"I'Ui a perfoction'nt . bt-C of t'1 :Jo q E 11-

tieR ,. hi s songs attninec1 a con i.·tuJ tJy h' ·h lov l of 

artistic nchlPvem!·mt. Yet, becnnse of tl•J c snwo Q'l litios, 

Brahms may not have r eached t 11'' lleis;hts of' u r•JOPO .xp:•on. 1 o 

Romnntic creHt ' on . 

As mentioned nnrlier, Brn~ns 1 s lift style WPS much in 

keeping wi th his own timon just ns the re is also much to bo 

fou11d in the~e songs l--;hich l,efJect l1i!1 llomantic tendencies . 

Brahms does at ta:l.n many innm·e ti vc us es of harmony and 1•hyt.hm. 

His other Homant.ic t.erJde ncl es w··o refh c ted ln l.ls ma:1 t ry of 

t hematic de velopment, t hr mooG pninting ":hich h accomplinhcd 

i n his s one s , his empha9 is 0!1 lov•1 3 ongs 1 his u so of n n ture 

i magery, his interest in Germanic son~ heritage , his occa

s ional tone painting , hi~ onlargfjmC' •lt of existing forms and 

his reliance upon tlw poetic expres:lons of hi~ contempora-

ries . 
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Vocal c.ompo~ltion ~mel p l'~ i cul• t.... : < 'n • un, ._. 

a favorit e form o:.: exp .... '"'Zlt r f t. ~ ( tt. h~: 

entire lifet1J'1e. J t is i nt.c.I t. l >1. 

his earlie!:l t col•Ipo._, :!. tions "' n ; 1 . £ r 

that the last tot&1ly <J1•ir, '11' l c:l '1. · l ef1'ol' .. of J1i9 11 'o 

was a set of ~wne. ; or so) o 'oi ' • 

Thrunsh a capef'ul f'tudv oft, !c 1. (. 

tinlly an intima. t~;. f'or·m , on 

glimpse of l3l·a.hms • the n.un. 

u un~ n• ~ 1 ~ pc•rson 1 

} i :3 :• l I l r i" 1 ·.rl~ 

" 1 ~ t of tu · 

1-

personality, his charactr~r , his bc.cl: lH.•c1 an t.ho tirf>. in 

Hhich he livr:-d . P. tlan·our;h st.udJ' of t•1 ~c :·on· .. 12 not o·l~ 

musically sat1sfyi1I6 , hut ulso extrc-: Jy help"ul in anubJir)8 

one to gain a c m.mle tc picture of th tutnJ per ... on ) 1 t) of 

this great. c omposer. 

Brahm<"~ mfl.cl<' a groPi co•1t.ributi on to th,.. !long litcrl'.ttlre 

or the Ror:1antic ora . Ilo not onJ:t onbrtnCP.d tho f,'or1or \-lith 

his own particular l1Usical qtmliti.os, bnt he also pres<;T'V('Id 

i ts original form Rnd chnrn.cV~r . Thn~, in uolidifylng the 

b_ie_£ and mal\ing it dur·o.blo, he ernhu• d it Fith a lasting 

quality so t hat one doer no t eesily ti~e of eithor perforM ing 

or listening to these marvelous sor.r,s . 



1. 

2. Einstdn, lllfroa . J'u .. l. 
H Ol ton ar1() Co 7;- .L .. 

3. ~van~, Edwin . 

4. 

5. 
6, 

Brahn~~ ----
l"ullel-~.c l tl~Hl ~ J . It. 

Co., 191J ... 
}"'ll' I 

Gal, Hans, 

Hendox·::Jo:-1, ~~. ,T .. 11 B.:•a1 • 11 

und Hllf' :i c il~ 1 • • ,t<;u i tr·d 
Vol. V. J,I'J:I 1 € lpl · : 

7. Liebul't.C.''1 1 Godd< r<1. 
o"' I'1tl~ ic 
'E ; tjd . 

•• j y 

• 

l (I I( '' L u n . .l 

':1 - . 
ic: 
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a. Nurdocn, i-J:l.lli'•"".. nt·.~l 01 . London· H~cl• r Co1•a l J. ) - ....... .u ~ • ... • ' ' ., 
1938. 

9. 

10, 

Schaufflor , Robert Hnvcn. 'l'hc 1 nknow•1 
Crown Publi! hera , 1940a 

Scholt:>s, PGrcy. 
Nc '" Yor!· : 

"J "ll.!l.ms." Oxfot·' Co ..... 
Oxf ord Unh·'Or?.it ;;-J -r::3B; l 

Ne~r York : 

t_. 

11. ~tevens, Denis. A HlstCll'V of Sc~. N'eH York : 
\'J . \1 . JJ or ton anaCO., 19ol, 

12. Ulrich Homer .wd Pisl~, Paul. 1 Hi:- torv of ~u:i 1c onn , , -~ --
Hu~lcal Style . Uet,;- Yori· : Hal'Cotrt;, 

\rorla, lnc., lt;6J. 

13, vJodehause, 11rs. Edmond. "Song ." GrO'.'C' 1 S Dlctionn.ty of 
Music and Musician~ . ~dited b~ J. It , Puficr-
Hni tla ·1<.. Vol . VII . Philadolphia : Theodora 
Presser ~o ., 1916. 
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A RI~C J '!'/,L OF' .'.lOI: ;s o·· Jl r. 

Tho follo ~-:i~g songn \'01'0 p••n.rnt·d in t· c.itul. The 

songs l-mro soloc1:e(1 j n ol•clel' to sho • c) ..... n.c L 1 5 !'t · c ~t n.l 

ities of the son';s of Brc.hrns :.nd t r1" c.r~t hl-- totnl 

musical ::~tylo , 

Lj ebostre~._or £....1..~__!.'!_£_~ ( Fr..ithfulr1 . s) 

or all thri ~ OI~gs \vldt:h Bra11J11 \•:rote I 1.1: lov(l sonr!l 

are tho most lllll 'l~"'l"ous. nd 

were both writ !;en when Brnh"Tl!! ;.1a~ he t C'n t.hr> n~l s of 

eighteen and twtcnt:y. L:l_e l,cstr~ Hn.: t!w fir!lt son~ that 

he published nr"~de:r his cw 1 name, ann :ll.Lr.ws whR t ma!l t PY 

of compoGition Brahll'iG nttai ned at an early aeo . 

Let thy grief sink, xny child, 
Into tha det:tp s£.;al 
A stone will 1 ic on 1.ht3 ocm t 1 ~ bed, 
But my grier con:P.R bacl~ to 1 ..... . 

The l0\'0 :vo.1 hear in your heurt, 
Pluck it out, my ch!ld. 
A fl ower "''ill d i e v:bcn plur;knd R\o\S.Y, 
But true love does not die so soon . 

And the pl~dg0 you'v a given , it wns nothing but words , 
Thro'r' it to the v inds! 
0 Hot.her , thou,sh the roc}:s may he sh:-,t.tel'Od by the ·;.·1nd 
Hy plodge snn.ll l R:> t forever~ 
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'l'he HOl'Cs to t11ts !:Inn~ ,. r 1'1 t 

Llederhuch. Bra.hr.1~ fct•;,.tl eo t z - - t C'l t l L lc 1ll 

of this song on tlle ~~.J-·-.!:.1:_ • I - and 

Spa.ni::~che r~iehesli~,- . CiJJU , 
--__...;~;__...::..;;;...;:;.::~- .::..J.___._ __ he 1 II • l.o 

f ounded th0 f3 b•uc t.u o oJ.· bi:- r c n t or 
Spanish rhythms cha.l'A.c t.•·riz L I" l 1 L t t 1 r2 : t. 

d ispl.a.celUentf.: of tlw r.1.iu acr.out:J. 

I n the slradoH of nv tr>C\~ . , ry Jo\ 1:: :Jl ! i 11(l, 
~>hall 1 1-1akc hir1! "Ah, nCJ· 
Evel'y oay I ccu·t fully e.G b z·v h i ... ct .. ·ly 1r 1'1' 11u , 
But my e1'1'o.:-t. ir it 'In tn f, r t lll' 1 d. ! 
The. sl1arlot·!" cn~·1 fl P.r.rl Vtv r•u. 'l:.lt. 
Have lullerl J'iY lJc•] (")V(1d t.o ~ l< I r. 
o..>hall J wako h'i;r.':' Ah, 1H.1~ 

I must. henr J,r : lw ] onr·p fo::.' rr.o 
And h')·..; rny broh'n dh:t.l·.s r:l\e hltr. pJea~llrC', 
He ca1l!3 me h.i..~. J.it:tle :'Jr.Eko, 
Yet, he sl~op:.; by 1.1y :;idr: . 
Shall I l{&bJ him: Ah , no! 

B_omanzen und L)edor- t 0,;::1t1 E1lt: No . -~ 

Theso sont:w wore solr•ctt'd to det'iO~~tratL1 hn1.; ereutly 
0 

Br ahm.s 1 s sones ,_.ere u ffectod by tho Gcrn.un fell: song . !lost 

of t he s onf,S use tL~ stropJ.jc f'O:'IJl n:..Jo..::iat.ed \¥ith the folk 

song . Those h'hicb tou:h on being t:hJ•oush-compo!"od st1J 1 

maint ain a. f o l k. song q~ali ty . Th!l son ":J ':e1•o 1.·ri tten in 

dialog ue f orm whjcll 14a.s s favorite of l·raruns . 'rhc poet'!S 



Of t h e f irst three Sunr~, Wl 't l l: 

Hans Schmtdt , nrc: convor!lttlN 

daughte r., 'l 'he poetr~· for tl 

Ver gobl i chos St \'l.:JcLC'~, ;i 3 fr(. 

~ksliede:r• , and thn f:l.ftlt s nn, L' • 

Vol kr.l i edor· n~ :11u•c·n O:ririt .1·· " 

SoJl'_"':.crahcnj_ UJw ... :-:.e;r Evcni.r ) 

Go t o nleop, m-;t.• oa11p;hi ,.., 
All•er.dv tlH'! Utcl'\.1 .i.!.l on t h ·r .. 
And eye~J on \-:l•ieh llH~ (J 1 ' 1·1 ~ 
'd i ll s oon be ''e t v1i th t{ < r:-o, 

Let me cry, Hothor . 
The moon Hlll. noon risE" 
An d HiJl qUi(:lclJT ur~· rny t n·s. 

Go to sloep, tny dnu •bh I', 

• 

l ' c -r. 

I l I C h )' 

l n t -'· n"'' ., 

l 1 

' 1.f ( 'h 

The sc. rl"eoh-m:-1 .is cnlli1. jn t. \ t) 1, 

\ihoe\. er he~r~ h..i..!; ~ounci ,,..:j 11 ~oo• I 1"., tot n~ . 

Let m" la~ent , Moth~r . 
Soon tpe n5.;;htingn.la will sinrr ]r-1 rJ rm: cl,.. ·, 
And -when I h eur h in sonr, 1t1Y f-~l'if~f Hlll :JCH.n 1 J OVPl . 

De r Kranz (The ~roath) 

11othel~, he lp y ct•l' pool' dau~·htcrl 
See \vhRt a yo ~~ 1!': b oy ha! gjveu 1. ,.., 

A wrea t h o f r oses t.o vror1.r fo1' }ll~ snl':o . 

Th i s shoul d r eall v n ot. upFet :-·ou, 
Thi s i s ass i lv se~tlcd , 

• .:l f • 4 he '~-"Oun • mr n ! Throw a' e y t he \o;r ea t h Elllv orr,•" ~ 1
' .1 

But t ho wrea th bas t-horn!': , Hot.h,r , 
And it holds f as t in 11:·' i1a.ir, 
He spoke wo'~"ds t oo , Hot.l.~er , 
Herds w!'lich "''ill clin0 foreve r in toy h eurt ! 

?9 
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In d£.'n Becron (Amot'l["bt the Berrio'"') 

Sing , my daurhter, lo~d Pn~ cl tr . 
Sing so thn t you wlll fr · l1 €'.., tll< hun ' 
Awc.y from our uerry lm~ h ~! 

£ l'l'OH.' 

Hother, I knm-1 my s j r!r:in fri rh .. en R\ y th 
Spnrrm·l~, hut Pl~ u in~· nt: ' y : 1 • o l ..... · r. S'-'l''' tr 
Ye D, I seo. l should no"' lu1 v < lov n p 
Wait a mi nu 1 e and I 1 l.l iJc! 'J"vuJ· s c 1 l't C.:l'(ll' . 

Hother, no, i.llht. Hll) nev• r Jc! 
I knoH th.nt t•eri·ie:l Hl'l"~ OC'I'l' 1ncl fo:, 
But kissen ur•t" 111uch lllUJ'e p1•ociou!1! 

Good evenlw-. H'J' de ar, 
I c ome out n1 ) nv<.· for J nu, 
Open your doCL' and let :n;;: in . 

Hy door i~ clo~ed, 
I will not lc.t. ~ton in. 
Hy I·Iothel' hn.G saiu to Jet ~ • 1 :in would not he Hl: e . 

The nir;ht i s so cold and tho Hlnd !~ icy, 
Soon rny hP[trt: will be frozon. 
My love i s growing cold. 
Open the d oor, mJ cr ... ild ! 

If your love r,rows c old so enr.ily , 
Let it free~e then , 
Go home to bed , 
Goodnight, rny dcar t 

Spannunr, (Strained Greetings) 

Good evening, good evPnins, my pet, 
I como for you , so you corr.o •'; th rr.c , 
Havo you no anewer for me, my qn~ol? 

You come for ~e , and 1 g o with you? 
That is not much of an honor. 

4- ·r. . r:irls, You go from mf' to o ~o.lPr yot• t~ o 

You see , I know all about itl 

oo 

1• 4- ' ... 



O, no, xny SHeEt, r1o not. l::nl'r\t \l• 
Our n e 1 ghbors ar·._, go! :.. in t n 
Who nEn c-:1' m:ind U, ir o' l t 

And what aro these go:;sir · 
Or whether they , .l.!id tl..ej
t Tis al) the mo1 ~ l'c.:: a., on t 
To sihmcu their· tnl1: fm~ 

Indeed, my loYe , I p}njnl; f' 

That yon hP\·C another t.v:r t rt, 
So I will co on 1ry waj , 
God bleH s &.nd p1 otec t you, LY o.r • 1 • 

0 no, I do not h:1 vc anot.l •f r 1 ov« 1"', 

. ' 

, 

I y 1 

And I do not helj ovo what. ,. o~ j r. : u, 
So coro.o to l"e ,· J' lJ c:omtJ to YO 1 

And He \-iiJ 1 be trnt:~ to each ot r, 1! 

Two Songs for A1to on..Q_~lYlH, ? 

81 
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Thes e two songs nro tlto c•nly m.t ... \ .i ch 1 !J ~ wx"'ot 

f or solo voic e , piano, and a.n uccm.:anyj:J..., i:.:tr\. nt. lotl 

songs r eflect Brahms ' s lnto1·e s t :tn the fn11: son and ~is 

many poetic i mages fr o.~ neture and if' lm~ed on o. poun hy 

Fr i edrich Ruckert . The socor.d song, Gc · ~d ~ichr~Pt::..,nlied , 

has a folk-li ke quality due in part to tiH inclu fon of' tho 

beautif ul old me lody , Joseph. liohl.'lr .Jn: (•oh .. moin, nnd i!1 

based on words by Emanue l Ge i bel. 

Ges t ill to Sehns uch t ( llhcn I Long H o horc ) 

In the golden twili~~ht of the ewninc;, 
How s olemn the fore.::Jt stands . 
The bir-d~ are e;ently singing, 
Winds are gently blowing , 
What d o they whjsper? 
They whi~per the world to sl~ber. 



When Hill the loa incr 1 n< r:~ l.l' A -1 .-. 1 1 t ,_,h o u ,~ n mj 1 ar , 
rf en will t hoy b o :·f tL fl. . 
vJhen Hill the b.il"'d" und 1 1 d:> \:ill. r l'' m to 1 st? 

Ah, when I no J.or1gt::l.' tll c 1 1 
vlhen I no lou. ,o l"" r·r a ell i'o ' t l1c' f t t t ... 1 H'. s .at·, 
Then, oh, birr~ ::; nnrJ h'ilal~, 
Hhisper my lifo n-..rny! 

GeiF:tlichefJ Hh r• nJ icd ( c.;:!· cllo .'01 of th \ir ir) 

You anrels wlw l .~.0ver ovt.:l' tne p 1 tl'l:~"f' of th1 
Callll t.h(: th.,...as1i.i.tl [. l•rn.ncl£<..;, 
My child is slt1cq•iug. 

Th is heavenly ho~~, ~=in til'ed [..ncl w 1 y 
Wi th the e urt.J.1 1 :;; ~ Ol'l'Oh'B, 

Now he must l'· ~~t, hi& grief is ov ·r. 
Quiet. the wind, <.!alm )'UUI' tJ:trasl in .• 
hy child is ~l(H:· plr.e . 

F~f Opholiu -Liodcr (1 .vo ~ol'~[, of' Op}l'll 

Br ahms COlnposrJ<l tho9e sour,s to bo nn11g by 0phol:in in 

the p l ay , Haml et , by v!:illiruu Shakospe1 l ' • 'rho:r i:ere con

ceived in a simpl(:j follr - liko style h'lJicL rrnl.:'l.S felt would 

be fit t ing for the Eliznbe theun drn:n"'. 'rhe !J ong~ nrc , for 

t he most part , somber in natur~ and com oy the desolation 

which Ophe l ia eJrperienc~s as sllc A.pprooacher~ n ('l.dno!l!3 . B1•n.h 'IS 

'rrrot e these songs to n German trnnslat..i em of the words of 

Shakespeare which a ppear as follows : 



How should I your· t.ruo J n r 

By hi s coch:le hat and !"'t 
He i s deP.d and [',one, 1 ad ' . ,. 
At hi s hr•nd n t_;rPssert•cn i 1 

·/hite h.L~ sJn•oad r.s t 110 t u :"r ", 

Larded Hi tb sweet floHt .. rs · 
\-lhich L 1Wopt to the r;r·u ve o · t1 L,o 
With true love nhow~r~~. 

•rornorroH is Stdnt Valer.tti! ( 1 s J) :\, •11 jn l1 mo1•uln. 
All in tl1t tnornJ n • bt·tj · ' I I 

And I a mai d at youx· uindo , to :<' 1r " 1 tina. 
Then up ho rose, nncl donn' h"~ clc t 1 , 

And d upp ' d tlv; chml1bc.;:I' dO( 1 ; 
Let in tho malo, tlJat. out r J•nJtlJI 
Never d ep! rted morr. 

They bore h1 m ba::r:·cfac ' d on tlw hi c: he) n z n. , nonny 1 

And in hi n grR \' •.3 I'B. in ' d I'1C ny 1 t~ c. 
You must sin!., admm ado>·m, nn(j •o 1 call hi1 ndol-tnn. 
For bonny ~1wect HoL>:in is nl) 11.~. jo,. 

And Hill he not c oJrJi} ngo:itJ': 
No , no, he is dend; co t.o th:'\' d~n tll-beci , 
He never , he ne\ ~r , will com~ u•n"n . 
His beard Wl\C H·1it.e :><~ sno..._, all fln.>.c:n HG~ hts poll; 
f!.e is gone , he ib r•ot.~ , /d1d t-:e en:· t n>:ny t.oan; 
liod h a vo n~rcy on l1is soul! 

0 l{~fuler Wald , Opus 7?~~ ( 0 3hndy \·lood) 

0 k~lor· \oJa ld is one of the lovh1st of 13ru.hrl3 1 s som·s 

... hi h It • -.~a~ et f axori t•.} of Julius ~ c use s n ature i magery . r ~ 

Stockhausen a well - known sinc;er of the songs of Bralm.s in 
I 

Br ahms t d Tl1e song was composed in 1 877 to a pocn s own ay . 

by Clemens Brentano. 



0 cool, fore~t in Ph:lcL : l t 1ov u , ... )1 f, 
Where <.1 o you r u~ 1,]. u: 
0 echo, where t3o :--,·ou 11~· ' 
~~here do you undcj ... tPncJ 1 n 

Deep in my hea1•t <hrolls t.1 o.r·c.st 
Hhere li.f lo\•e wnJlrs. 
The echo sleeps .i.n sorrow, 
The s onr.s have al1 bl (1v:n r v1u.;t . 

J' 1 • • on ) 

Braluns aid not often urw ~ c1 f'c tr tt 1: lt t lr. ir. 

04 

his songs; he usually chose jn~·i Ll to CPt<tn n t Lnl J'loocl 

picture . I n this sonG, liO\-.'t~ '.rt:;r , l 1 cl1o. to 1 1 Ol' sp <:ific 

and one hears the con tinnous Ph;•t.1• 1' c l ·· t ~- 11 i:h-t l.lt ls an 

i mitation of the playjng of n dru•n. 'Jl1 p'cLm tniutod 

here is of' o. young .m~:~.J dan who d~ ..:ctti~ l ~ h•·l·sclf 1:; t, 

druraller-bo~~ slnging nbout b.is Si'~t.tl urt. 

I beat my druta. f,uch sturdy tones 
That 1 t shakes your v ery m~t:r·row bon<~s , 
Then I think of r'1y nwc- o t lh:m•t, 

Blue - srey. blue,· nre h er cl(Hll' , br.ie1Jt oyo:J . 

When I think on thoso blue e~·es , 
l1y drum, :itself, lJet:.t.J mort.: gently, 
Its anGry tones rln · brlrht nn<.l .c ~~s.P . 
Blue-grey, blue, u.rc l!er l..h.lllltl..ful uy•)S . 

!!_nuborwindlich, Opus 72, No.5 \ ~asistible) 

This 8 ong catches Br·ahms i1 on" G f his rnorc gay moods • 

'l,he poem describes the hero , \o.'hO dunpito all of his voH , 

can resist ne ither wine nor hi!l S\·!ee th<1 art 1 '"'hoso f:l veli ty 



i s n ot above s u spicl.on. TL 

eludes part of a c hA tn"'f ul th 

Scarlatti,. 

. l . ( t t 

Thour;h I have s\:orr ... n t.hc 
Not to ccnfidr, in tho lvL 
When I see my tPVt12""'n ill t · 
I am as helpless ns a no -

All pra:l se to Hjne, rnis•· tl r 

\-Jhen the c orlr pops fro.11 Pt' 1 c .. 
The wine is gonn n.nd so r Jn ! 

As Delilah did to Scw.so.1, 
Wine does tho swtr:> to n • 

n 'r 

2 ome Delilah, briLr; yon" r11nr"l'L, 
~uickly come and cut rlJ' }1 ir! 

Later Lovo '~o•1 -----
1 I ovo) 

i r-

Brahms set to m.us.Lc man:r of tho tl''1:'3]l!L1 •• of t.h 

poet, Joseph Vlenzig. Hen71s HO:J a Czoch pntrlnt nu,) one of 

the founder9 of the na ti ona.l movam•}n t ~ n T ol. min, \'or~ 

!_wiger Liebe i s b ased upon a translrtirm t)y "don:.i .• br·nb..r.s 'a 

sett:i.ng o f the poem achieves a Sla \•onic qunli ty lh!•ou ~1 hi~i 

use of an a c centua.t:ion of tho seconcl lJ• at in t!1 ~~ensure, 

rising chromaticism, and the use of oren fifth s in tho hn~ s 

line. The poem i s divided into three :J ec tion~ for each of 

Which Br ahms c omposed specific melodies . 'rhe .fji·~t !'lection 

is a narra tion wh i ch sets the rnood for the conn!::'Snt:.on l'e

tween the y oung l overs which follO\f in the second and t!..:.r-d 

sections • 
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Darknos3 haH f llen on for st qnd f"Lld 
1 t i s (:)'Teninr- and t l!o ..,.o ..... l!.l ~· t · 1, ~ 
'l'h 1 . c 10us;:-s r X'• d: rJ.::. ~ n•l ~ •'n]:n eon· fl'r'lf'l t} 1 ·~r c:hit•lf .ys, 
And the lar· J~ 1 s tJi1ont. 

P ror1 out of tho '!jllar,B, 
I~ younc l•o:v Ul•(l Jdn swc t' 1•t Al'<.: 
He guide<" h~r p·u 1 11nu ·• •. :s t nd 
~Jhilc spr~l;l:1r; C'Ul·:"lus\.J): 

h 

If you aJ•e r-tsha!n cJ nnd ~~Jt l 1 tn bocuuso of rn , 
1hen 11_. t \l::J bt'(' rik of'f our 1 ovo, 
ll. s qu1 c kl,,· 'lS lit fell in lo t 1 

but thrJ r.jrl r 1 l:les : our love uill r.c\·""' l 
S t etl is.rlrro rn1l j:ron, u·lf'o, 
But o ur> lovo 1:J .1tronr•c.,... stjll. 
i·1e n c .qn r, ole u·on · 1 ,; ~.te c1, 
13ut H}1o c an cb'.lnf',() our Ju\'C? 
Our lo' c wJ.l J J.a~lt fo1·ev·~r! 

n , 

~'CHI n • , 

.. 
Das I.:HlchP.!~t · Jcht 1 -~\IS 10(~.:...-1 (TJ o 1 c.~clron ..)ponk~) 

'rhi s song 1 s t he only sonr~ ;.;}Jich hl'alunr. s t to :nu~ lc 

bas a d on a poem by Gr uppo . GJ>urpo wn s 1 rofc n :1 or o:' 

aesthetic s at ber l in lln5 versi ty and sec.,·ctnl';v to the Acnd•! y 

of Arts . The uccompanirren t to this son,g is p<>I·ticnlurly 

charming with very light o.nd l raceful rhytr.ur.ic nncl J'lelodic 

f i gures supn01•ting tho voice pri.rt i n R cho ,n•ful stylo . 

Swallow, t e ll ne , h Pve you been R bride long? 
\.o/ho shnroa t he n es t 1·Ii th you , 
A n ew lover or a n o ld one? 

Say, wh:r do y ou ,:hi sper a nd twi t ter so? 
Come s\.,ra llOH' , tell n1e , 
Have you been a brid e long ? 



The firs~ bars o.f l1 er J 

are written in the s 1.ylu of a G:-, !"'· y n. led:; ll nd r ·::;e .bl· tho 

main theme of tho c~llo .~ n the Ar. r. to HJO\'t.. nt of th 

Piano Conccn·to :in B l"Jn.t. JJ jor (ll3fJ2) hy l'AI • . . 
croeted ill tl:tu song is one of tend• I'll ss , J o 1 • in~, nr n 

passion. 

Ever l iph.LeJ' and mcn·e roat]c~~:l J~; Jry :1lc ;,p
1 

And a \eJ.J.-like nor>l'OH hov~rc1 ovo1· 11e. 

Oft;en in m dreams I ltc·a:r you 
Calling ~ o "1) r.t~l 117. d oo1• 
l~o one W!d{e3 to ope n the door, 
I awakf' from my d:co a:n , and vlc>••p bl t.,t,.l 'ty. 

Yes, I know I murt ~ie 
And thn. t J ott \d ll k1 n; nr. othor 
•lhen I um p·ile Hnd cold . 
But before the Iiay ln•eezes b) <.~w, 
And befo1·c thn tln•n::;h s i nr~::; in th•1 f'orr::; t 1 
Will you c omu and sue me one(- rnoro? 
Come , 0 c ol1JO soon. ~ 

Me i ne Liebe 1sLr<l.;t1n , Orn" 63, No.5 (H:r Love is Groen) 

l~eine Li0he ist ~"1rl.in was insplrt:d by tho poem .of the 

eighteen-year - old godchllci of Bra.hr:J!-l , J'eli>. ~>clHtnu.'1nn, tho 

son of Robe r t and Cl ara Schumann. Jo'l' 1 1;..: Schur..[..nn ne·rr; r hnd 

his poems p ublished but Brr..hrns set nnothcr of h.is poer!n to 

music in the song , Ver•sunl{en, Onu~ no, llo._2. Heine Ji el'~ 

is t gr;k is a n excit i ng, pas siow1 tc , l ove sons which is 



88 

chm•o.cterized by th€ \Wt1 of .synropat..:..cm, a 1 :tvy, poundjl'\C 

bass , and a soarin~ 1n~lody. 

Hy love j s ns greon Hfl tho liluc-bushl 
And as benntjful ns the sun that sh;· on the 1' 1. 
And f1J 'l~ it \·:tth perfume an1 her.ut~-r! 

·~~hen I th 1 tth of my J ovo 
Hy soul ha.:· tt-11 H .tngB oi' a ni['htiu••r}r;, 
That ClP dlc~ itsolf in the Jil c -bush, 
He; joic· in~ n.ud s "inging many love -· OI'llll~ ~ oncR 1 
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Program 

SELECTED SOLO WORKS OF JOHANNES BRAHMS 

Liebesteu Op. 3 No. 1 (Faithfulness) 

Spanisches Lied Op. 6 No. 1 (Spanish Song-In the Shadow 

of My tresses) 

Romanzen und Lieder Op. 84 

Sommerabend (Summer Eve1ling) 

Der Kranz (The Garland) 

In den Beeren ( In the Beny Patch) 

Vergebliches Standchen (The Vain Suit ) 

Spannung (Strained Relations) 

Two Songs for Alto and Viola Op. 91 

Gestillte Sehnsucht (When I Long no more) 

Geistliches Wiegenlied (Cradle Song of the Virgin) 

Mrs. Margaret Eberly - Viola 

Intermission 

Fiinf Ophelia - Lieder (Five Songs of Ophelia ) 

0 J...iihler Wald Op. 72, Ko. 3 ( 0 Shady Wood ) 

Tambomliedchen Op. 69 No.5 (Little Drummer's Song) 

Uniiberwindlich Op. 72 o. 5 (Irresistible) 

Von ewiger Leibe Op. 43, No. 1 (Eternal Love) 

Das Madchen splicht Op. 107, No.3 (The Maiden speaks) 

Immer leiser wird mein Schlummer Op. 105, No. 2 (Ever 

gentler grows my slumber ) 

Meine Liebe ist gri..in Op. 63, No. 5 ( My Love is Green ) 
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