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PREFACLE

In commemoration of the one hundred fiftieth anniversary of the birth of
Johannes Brahms, the Music Division of the Library of Congress has chosen to publish
u complete facsimile edition of two of its Brahms song manuseripts. This pair of
lolographs contains thyee sellings of poems by Count Adolf Friedrich von Schack—
“Herbsigefithl,” Op. 48 No. 7, “Abenddiimmerung,” Op: 49 No. 5, and “Serenade,
Op. 58 No. 8. Purchased overa half century ago from descendants of Robert and Clara

Schurmann, these manuseripts were among the first holographs of European composers
acquired by the Librar

 and provided the modest beginning of a collection of Brahms
musical manuseripts and lelters which, through numerous purchases and gifts, has
become one of the largest and finest in the world:

Brahms sent these holographs of his “Schack Lieder* to Clara Schumann in the
autumn of 1867—one of them as a birthday present. Together with the many other
manuscripts he gave her during the more than four decades of their friendship, these
two remained in Frau Schumann’s possession until her death in 1896, after which they
pussed to her second eldest daughter; Elise. In 1877 Elise Schumann had married an
American bustnessman, Louis Sommerhoff, and had moved to the United States, but
in 1883 she returned to Europe with her husband and settled in Frankfurt. Upon her
death in July 1928, herson Robert and hiswife inherited her Brahms manuscripts, and
in November 1929 this legacy was offered for sale at auction by the firm of Leo
Liepmannssohn in Berlin (Versteigerungs-Katalog 52 Nos. 20 and 21). This attempt to
sell the “Schack Lieder” holographs was unsuccessful, and on 21 April 1930 Mis.
Robert Sommerhoff, then a resident of New York City, offeved them to the Library of
Congress, together with the aulograph manuscripts of a pair of Mozart Minuels
(K. 461, Nos. 5 and 6). Brief negotiations ensued between Mrs, Sommerhoff and Carl
Engel, Chief of the Music Division, and on 23 May 1930 the Library of Congress
officially received both sels of manuseripts as a gift from its Friends of Music

In addition lo issuing this facsimile edition, the Music Division is marking the
Brahms sesquicentenary by presenting a festival of Brahms's chamber works, piano
music, and Lieder; performed in the Coolidge Auditorium of the Library, and by
hosting an International Brahms Conference of two dozen scholars from North
America and Europe, sponsored by the University of Washington (Seattle). These
activities are made possible by support from Mercedes-Benz of North America, the
National Endowment for the Humanities, and privately endowed foundations within
the Library of Congress

We are indebed lo Professor George S. Bozarth of the University of Washington
for writing the introductory essay for this facsimile to_fon Newsom, William Parsons,
and William Dornemann forassistance with its preparation; and to Rembert Herbert
for overseeing its ediling and production

Donald L. Leavitt
Chief

Music Division




INTRODUCTION

Unaware of exactly when and under what
circumstances Johannes Brahms composed his
settings of Count Adoll Friedrich von Schack’s
poems “Abendddmmerung” and “Herbstgefithl,”
Max Kalbeck wondered why Brahms had been
attracted to “the cool dialectic of a versifier like
Schack™ and had chosen “to warm the marble of
these faultlessly chiseled verses with his own
blood.” Could it have been “the scenic environment
in its refined mood of nature that induced him to
set ‘Abenddéimmerung,” which is delivered in
relative clauses, or bade him to overcome the
extremely unmusical beginning of the poem
‘Herbstgefiihl': ‘Wie wenn von frost'gen
Windhauch tédtlich’?"!

As far as we know, Brahms himself left no
record of his reasons for choosing to set these two.
poems, as well as one other, “Serenad
Schack’s Gedichte of 1867.
known of Schack’s activities as art collector and
sponsor—in the early 1860s Schack had
commissioned several works from Brahms's friend,
the painter Anselm Feuerbach—and perhaps it
was this acquaintance with the poet that prompted
Brahmys's interest in Schack’s little volume:
Beyond that. the only evidence we have comes
from the correspondence of two of Brahms's
closest friends, Clara Schumann and Hermann
Levi, and both of them believed the poems
appealed to Brahms because their mood reflected
is own when he set them to music. One must

from
Brahms would have

of facile connections drawn
between biographical fact and creative process.
But as both these friends kept conscientious watch
over Brahms, their opinions hold considerable
interest.

According to the dated holographs of
“Abenddammerung” and “Herbstgefithl”
reproduced here in facsimile, Brahms completed
these two songs in Vienna on the 6th of May,
1867, the day before his thirty-fourth birthday.
“Serenade” probably dates from shortly thereafter,
since an earl ion of its final measures appears

ve

on the last page of the
Vienna had been Brahms's second home since
1862. and during the intervening five years, his
ties to Hamburg had weakened steadily. His
aspiration to become conductor of the Hambur
Philharmonic and settle down in his native city
had twice been thwarted, first in 1862 and again

“Herbstgefithl™ bifolium.?

early in 1867. Due (o the estrangement of his
parents in 1864, the death of his mother in 1865,
and the remarriage of his father a year later, he
10 longer felt at home in Hamburg, and had not
visited there since January 1866, even though his
father and stepmother reserved a room for him in
their flat. Yet even in Vienna he kept no permanent
quarters, for during these years his financial
ssitated spending much time on

situation still neces

concert tours.

Throughout 1867 Brahms experienced moments
of intense depression, as we know from the
correspondence of his friends. Clara Schumann
believed his “rootless” existence was responsible,
cut off as he was from his native Hamburg,
uneasily settled in Vienna, and recently shocked
by the separation of his parents and then the loss
of his mother. On 26 February 1867 she wrote to
him from London: “[Your letter] expressed such
a melancholy, almost bitter mood that it pained
me, and only the thought that this mood was
probably just temporary was able to reassure me.”
Frau Schumann went on to observe that despite
the “many miseries of life.” good things were
happening to him. “Admittedly your father and
mother cannot be replaced, but you do have
several truly loyal friends ... who will stand by
you.” Draw strength from your friends and from
your wealth of talent, she advised, and take care
not to withdraw into yourself. In closi
added: “T hope you do not often sur
yourself to such a bitter mood.™ At the end of
April Frau Schumann again addressed these
issues, but this time to encourage a proposed
course of action: “I think your idea of taking a
permanent apartment in Vienna is very good; go
ahead and do it; you will feel much more at home
when you have all your music and books around
you.”

Although Brahms completed “Abenddéimmerung”
and “Herbstgefiih]” early in May, shortly after
this last exchange of letters with Frau Schumann,
he waited until the following autumn before
sending these two songs to her. His spirits had
been lifted by an August hiking trip with his
father (“My soul is refreshed as is the body after a
bath .., my dear father has no idea how much
good he has done me . ), but by late September
the bleak mood of the previous winter had
apparently returned and once again found
expression in a letter to Clara Schumann. On 28
September she recorded in her diary the receipt
of birthday presents from Brahms, and five days

later wrote from Baden-Baden to thank him for a
Venetian glass basket, a garland, violets, and the
holograph of “Abenddémmerung.”” Along with
her thanks, though, she chided him for the unkind
tone of his letter, which must have arrived at
about the same time as the gift
Twill not answer your last letter today; I really don’t
want to; but I must tell you one thing, that I have
never read a letter from you with anything other
than a kindly heart, [and] thus have never wanted to
read between the lines anything other than
[riendliness; however, sometimes that is very
difficult, almost impossible. Yet I wish to say nothing
[urther; so on to other things.
Distressed by letter and song, Frau Schumann
sent both to Hermann Levi, who responded with
alarm, directly linking the contents of the letter
to the mood of the song:
1 fear that Brahms—the man and the artist— stands
where the road divides into two paths; one of which

will lead.to ruin. If he does not succeed in rescuing
his better self from the demon of gruffness, of
coldness, of —heartlessness, then he is lost to us and.
1o his art; for only all-engendering love creates
works of art. We who share the same immutable
Jaith in his noble talent, the same love for his high
character; we least of all may conceal from ourselves
the danger he is in. And you, who perhaps are the
only one who has an influence on him, assert
yourself in the finest way possible, leave na means
for his rescue untried—attempt to raise the man and
through him the artist!— These are the thoughts
which the song, together with his letter; arouse in
me, and of which I had to write freely, in spite of
whether you, as you sometimes do, find them
exaggerated and smile at them. I' have so absorbed
his thinking and feeling that he has become a part of
me—and in this sense the song sounds to me like a
Jurewell, like a death notice ....§

Soon after receiving Clara Schumann’s letter,
Brahms must have sent her the holograph of
“Herbstgefiihl,” for on the 13th of November she
wrote to him about both songs:

Today is my last day in Hamburg, and after hoping

for weeks to have a quiet moment for you, I'm

telling myself better o write] a little than nothing at

all! Yet belicve me that, though they come late, my
thanks are still just as heartfelt as on the first day
after receiving your letter and the exquisite songs,
which once aguin seem quite original to me,
particularly the one in f-sharp minor [“Herbsigefithl").

1 prefer that one to the one in E major

[*Abenddummerung”}; even though I find the first




1]

half wonderful, the melody of the second half in A
major seems to me less stirring, less warming. Thank
you, a sincere handshake for sending them; this
especially delighted me, and particularly here,
although I still have never completely gotten through
the f-sharp minor song without tears coming to my
eves, which certainly as you will say, happens easily.

1 trust that its mood was your own only while you

were writing it—it would be very distressing to have

10 believe that you often felt that way! No, dear

Johannes, you, a man of talent, in your prime, life

still before you, may not indulge in such melancholy

thoughts.
Frau Schumann then advanced her own
prescription:

Establish a household for yourself soon. Find

yourself a young lady of means in Vienna (surely

there must still be one whom you can love), and you
will become happier again and, despite some
worries, of course, will learn to know joys which you
cannot have known up to now; you will then
embrace life with new love. In the long run, the
concept of earthly happiness is bound up with life at
home—I wish you would create such a life for
yourself; now would be the best time.%

As she had done with “Abenddammerung,”
Frau Schumann sent a copy of “Herbstgefiihl” to
Hermann Levi. On this manuscript she added a
note of her own: “Birthday mood of one of us”
[“Geburtstagstimmung von Unsereinem”]. Once
again, Levi was alarmed at the mood suggested
by the song. He replied to Frau Schumann on 23
November:

For the first time today I have a quiet moment to

thank you from the bottom of my heart for thinking

of me on November 7th, and in'such a deas; sincere
way. [ am touched) that you copied the splendid
song for me yourself, in spite of work and worry and
aching arm ... the f-sharp minor song is exceedingly

that at times the individual is terribly threshed by
public and domestic fate; vet when indiscriminate
destiny hits the rich sheaves, it only crumples the
straw; the kernels feel nothing of it, and bounce
mernily here and there on the threshing-flooy;
unconcerned whether they are headed for the mill
or for the field for seeding." I confess that I also feel
anxious about him at times, as when, after playing
through his E-major song, I sent to you at Baden
that foolish letter; which would better have remained
unuwritten and unthought. Let us confidently let him
go; care has already been taken that the kernels will
find their way to the field, and magnificent crops
will ripen .10
As these letters make clear, both Levi and Frau

Schumann found in Brahms's own mood his

sons for setting Schack’s poems—*Herbstgefiihl*

with its reflections on death in nature as symbolic

of release from life, and “Abendd. ung”

really sensed the horrible melancholy of nature
dying in autumn must feel deeply moved by the
faltering movement which persists throughout
almost the entire song, by the sighs resounding in
the depths of the bass, by the original harmonic
construction. ™2

Opinion about “Abenddammerung” was less
positive. As already noted, Clara Schumann liked
it less than “Herbsigefiihl,” finding the melody
of the A-major passage less stirring, less warming,
than the melody of the opening section. Hermann
Levi's initial reaction was more negative yet:

After a year’s hiatus, to send such a song! It is not

sung; it is contrived; it is like a lie. The lext is nearly
the same as in the D-flat major song: “Fier; ob dem
LEingang"[“Die Kriinze,” Op. 46, No. 1}, but how
differently the melody flows (here.1s

And even a month later, as he noted in his letter

with its references to lost youth, past happiness,
and prolonged separation from loved ones passed
n. The lighter mood of Brahms's third Schack
song, “Serenade,” composed at approximately the
me time as the other two, might seem to belie
the autobiographical parallel. Yet even here, the
lover, who with trembling heart sings of his
e for just one hour in which “dein Arm ihn
umschlingt [Brahms himself substituted
‘heiss’ for ‘50'] und der Kuf von deinem Munde
feurig bis an’s Herz ihm dringt,” is left at the end.
of the song “einsam ... am Balkon” amidst a cool,
moonlit landscape of vine-wreathed lattice, cypress
trees, and marble fountain.

That Brahms’s setting of “Herbstgefiihl® was
successful his friends agreed. I have already
recounted the remarks of Clara Schumann and
Hermann Levi. In his letter of 23 November 1867
Levi added:

beautiful ur(d moving; my joy over it is
disturbed only by your m(lw/mn—"Bnllzduv mood
of one of us.” Is the 6th of May, the date of
composition, his birthday? It would be terrible to

have to consider the content of the poem as an
expression of his present mood.
Continuing in a manner somewhat more moderate
than in his letter of 2 October, Levi offered a
reassessment of the situation:
But even if [this is his current mood]! My own
experience has laught me that we rescue our better
self from all momentary distress, all the more so if
this self is as powerful, as rich as with Johannes. The
Gocthe saying probably fits here: “It is very possible

Herbstgefahl” pursues me
passage
ending

tantly, especially the
So schauert itber mein Leben” and the
Gieb dich zur Ruh!” Has i struck you that
these four notes—fsharp, ¢, d, d—were already

included in the first part of the song, that from the,
return to f-sharp minor until the end|o/lh(‘ song] is
only a repetition of the first part, and a very precise
one at that? It is this wonderful symmetry of form
and content which will secure him a place among
the Classical composers
And after its publluunn in 1868, Philipp Spitta
wrote to Brahms that “the song ‘Herbstgefiihl” is
powerful in its dark mood, and strongly appeals
to my own personality ... anyone who has ever

of 23 N ber, Levi still could not comprehend
the song “in ear and heart.” “Is it really possible,”
he wondered, “to set this contemplative, descriptive
poent to music?"!1 On the other hand, to Philipp
Spitta this song was “permeated with Beethovenian
mysticism; "5 and although Max Friedlaender felt
he could not agree entirely with Spitta’s assessment,
he still could rhapsodize on *how soothingly the
dissonances operate in the course of the song, how
significant are the pedal points! ... the whole is
most genuinely Brahms, especially the passages
‘Die du linderst jede Wunde' and “Und zu
Jugendlust-Genossen' .. the displaced rhythm is
also noteworthy. 16

Feyw variants exist between the holographs of
“Abendddmmerung’ and “Herbstgefiihl” and their
respective first editions: the settings Brahms had
composed in 1867 still satisfied him a year later
when he chose to publish these songs.i” The same
is not true for “Serenade.” The Library of
Gongress fragment (mm. 65-end) preserves a song
somewhat simpler than the one released in 1871
as the last of the eight Lieder und Gesinge, Op, 58,18
Rigorously four-square phrases, standard cadential
patterns, repetitious accompanimental figures,
and a relatively literal recapitulation plus climactic
extension and postlude all betray the dependence
of Brahms's original setting on its models, the
simple volkstiumliches Lied and the unsophisticated
popular Italian serenade.

Nearly all of the differences between first
edition and holograph occur in the piano
accompaniment. Most represent simple but effective




adjustments of rhythmic activity, harmonic tension,
register, and sonority introduced to improye
continuity within musical phrases, smooth out

on and lend
more support to the voice’s climactic moments.!
Consider the state of the first phrase present in
the holograph, measures 64-67 (the holograph
preserves only mm. 65ff., but surely Brahms
employed for the initial measure of this phrase
the same figuration pattern as in the second
measure; compare also mm. 68-69 in the holograph).
Here we find a standard 2 + 2 measure structure,

seams between phrases, and focus

with rhythmic activity increased for the second
two measures to signal the beginning of a new

sentence and to move the music forward to the

next phrase. Moderately effective for the third
measure, this sixteenth-note figure, through
overuse, loses much of its vitality by the end of
the fourth measure. The slackening of rhythmie
interest has

another effect: coupled with the shift
to the subdominant for phrase two and the
repetition of the vocal melody, it allows for a

musical caesura between phrases much too emphatic
for this point in the poem.

In contrast, the reading in the first edition
reserves the increase of rhythmic activity for the
very last measure of the initial phrase. Now the
quickened harmonic rhythm in the third measure
is allowed to work its effect before the constant
sixteenths join it to propel the music on into the
next phrase. To compensate further for the
lessening of rhythmic activity in the third
measure, Brahms added a staccato chord to the
left hand and redistributed the right-hand chords
in each of the initial three measures. This revised
accompaniment, with its hints of hemiola and
imitation, had already been used in the holograph
version during the interlude (mm. 72ff.) and
postlude. By employing it in the initial phrase, as
well as at the beginning of the

second phrase
(mm. 68-69), Brahms integrated interlude, postlude,
and main section. Note, however, that for the
third measure of phrase two (m. 70) Brahms
retained the continuous sixteenth-note pattern
found in the holograph. At this point the concern

remained the expenditure rather than preservation
of rhythmie energy. in anticipation of the full

fonic cadence at measure 72.
In this second phrase Brahms also revised the
voicing of the left hand and altered the bass line.
Originally the sonority of the upper lefi-hand
panded from thirds to full triads,

voices had

while the bass descended stepwise into a standard

1%-V-I cadence on contra a, presumably the same
apitulation at
did

pitch that had inaugurated the r
measure 64, Though adequate, this reading
little to reinforce the yocal climax or sustain
harmonic tension during the held e on the word
“Sichel.” Brahms’s initial idea, entered in pencil in
the holograph, was to substitute a deceptive Iy
(low ¢ in the bass) for the § chord and delete a ¢

two beats later (this avoids a doubled third and
smooths out the voice-leading). The vocal climax
now comes into focus, but the upper left-hand
voices thin out just when their sonority is needed
most.

Brahms reworked thi:
the first edition, and at last d(hl(\(‘d a sonority
full enough to move the phrase forward to its
cadence, but subtle enough not to detract from
the vocal climax: at measure 70, an open sixth
and fifth replace the thirds as upper voices in the
left hand, and in the following measure a triad
with ¢ restored and a seventh chord without third
continue this light but sonorous texture. At the
cadence point itself Brahms replaced the low a
with one an octave higher, thereby allowing
easier access into the interlude and reserving the
punctuating low a for the final measures of the
song, where it balances not only the low a of
measure 64, but also the contra a with which the

entire song begins.

The need to synchronize piano and vocal
climaxes in the final B section (mm. 791f.), as well
as problems with the original postlude, prompted.
the one large-scale alteration Brahms introduced
for the first edition. In the holograph ver
Brahms had prepared much of the piano part for
the closing B section simply by copying note for
note the parallel passage earlier in the song
(compare the holograph reading with the initial
B section in the first edition). He needed only to
transpose the passage up a fourth, alter its
cadential formula (to end in minor rather than
major), and add a climactic four-measure extension,
Such a literal repetition of the vocal line,
however, would have placed the voice in a high
tessitura throughout and prematurely explored
the register needed for th final vocal climax
measures 83-85.

The vocal line which Brahms created for this

last B section begins with the same melodic
contour (lowered a third) and rhythm as its

earlier counterpart (¢f., mm. 75-78 with mm.
15-18), but continues with a new melody for the

final two lines of text (“also zittert .. .," mm. 791f.),
The problem with this passage as it stands in the
holograph is that, while the voice reaches its
climax on the fivst “das Herz,” the piano, as
earlier in the song (cf., mm. 21-22 in the [irst
edition), delays its high point until the second
“das Herz.”

To synchronize climaxes, Brahms made several
alterations for the first edition at measure 81: his
deletion of the second note of the vocal part,
in relief the voice’s dramatic octave

g-natural, se
leap; his introduction of a new duet of parallel
hs in the right hand compensates for the

sultant loss of rhythmic activity in the voice;

Six
re
and his reversal of registers for the two left-

hand arpeggios strongly supports the voice (low d
on beat 4, together with high b-flat-d). Brahms
also deleted the crescendo indication from the

piano.
Brahms's decision to recast the postlude also

prompted revisions in measure 81. Both holograph
and first edition demonstrate Brahms's intention

to end “Serenade” with the piano descending into
a low register. The holograph'’s literal repetition

of the earlier B section, however, leaves the right
hand in an extremely high register and necess
a long postlude to bring the accompaniment
down through three octayes (mm. 86If.). The

weaknesses of this solution are evident: the high
right hand vies with the voice instead of
supporting it; the texture of the piano is entirely
too thin to sustain the vocal climax; and the
single rhythmic pattern employed in the left
hand at measures 82-89 (5 [JJ+ ) . taken from the
B section and its subsequent

end of the earlie
interlude) does little to highlight the vocal

climaxes, and soon becomes quite tiresome.
For the first edition Brahms lowered the 1

s with

hand. Now it supports rather than interfer
the voice, and has a shorter distance to travel to
reach its final destination. In addition, the lower
right hand for the second “das Herz” (m. 82)
further highlights the vocal climax on the first
“das Herz.” The problem of the repetitious
accompanimental pattern Brahms solved by
subtly varying the left-hand rhythm at measures
82-85—the one pattern ( 3 JJ7J] ) intensifies the
rhythmic drive before the climaxes at measures
82 and 84, the other (; /77 ) lessens the tension
after these climaxes—and by placing the return of
the A section’s piano figuration discreetly in the
left hand at the very beginning of the postlude
(cf. holograph, mm. 901, and first edition, mm.




the descent into the lower
still utilizing the figuration from  ends the song.

86ff.). After thi:
register begins,
the A section, but, at the last moment, casting it
in hemiola to maintain rhythmic interest and

make explicit the metrical ambiguity inherent in  sometime between the autumns of 1867 and 1871,  and suceinct but metri
this figuration. A low staccato chord with Picardy ~ we witness Brahms the solid craftsman at work.

third, rather than a high, sustained minor chord,  Out of his earlier, simpler Lied he deftly creates a

lirected
strong,

whose clearly

cogent word-tone synthes
musical phrases, carefully-joined seam:

In the transformation of “Serenade,” undertaken  well-focused yet restrained emotional climaxes,

Ily interesting postlude

all distinguish it as “typically Brahmsian
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Galerie of the Bayerische Staatsg

commissioned several works from the “neo-classical
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