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Introduction 
 
In his printed manuscript titled Brahms in der Meiniger Tradition1, Walter Blume gives a detailed 
account of his understanding of essential qualities of performing Brahms in Fritz Steinbach’s 
style. I will go through Blume’s detailed instructions concerning the performance of the first 
movement of the Second Symphony one by one, and I will analyse six of the oldest available 
recordings, to see how the interpretations of the conductors involved, compare to the 
instructions Blume gives. 
 
The six recordings are: 
 
Walter Damrosch, New York Symphony Orchestra, 1928 
Leopold Stokowski, Philadelphia Orchestra,1929 
Max Fiedler, Berlin Philharmonic Orchestra, 1930 
Fritz Busch, Staatskapelle Dresden, 1931 
Hermann Abendroth, Breslau RSO, 1939 
Felix Weingartner, London Symphony Orchestra, 1940 
 
As you can see four out of the six recordings have been made before Blume published his 
Manuscript in 1933). I am fully aware that the fact that the recordings sometimes concur with 
Blume’s writings, does not by any means prove that the conductors in question would have 
taken their ideas from Steinbach’s tradition. It is perfectly feasible that conductors came to their 
own solutions, without taking Steinbach’s approach in to account. My intent is not to prove any 
links, or unbroken lineage of tradition. I am interested to see if and how the same performance 
issues Blume has written about, are addressed in these recordings. The fact that the solutions I 
find in these recordings may or may not concur with Blume’s writing is of secondary interest to 
me. Looking at the recordings through the lens of Blume means to look at the same 
performance issues he selected for his text. The question whether or not Blume’s claim that 
what he describes in his writings reflects Steinbach’s tradition is important, but it is not the 
subject of my investigation of the recordings.  
 
The six conductors of the recordings  
 
I shall briefly introduce each of the conductors, without going into great depth about their 
possible connection to particular performing traditions. This is because I wish the weight of the 
investigation to be connected to the sounding results in these recordings, not to an in-depth 
investigation of their well-documented possible connection to Brahms himself or conductors 
like Steinbach and Bülow whom Brahms worked with. Such links have been researched 
splendidly by Christopher Dyment, in his book Conducting the Brahms Symphonies.2  
 

 
1 Walter Blume, Brahms in der Meiniger Tradition, seine Sinfonien und Haydn-Variationen in der Bezeichnung von 
Fritz Steinbach, Suhrkamp 1933 
2 Christopher Dyment, Conducting the Brahms Symphonies from Brahms to Boult, The Boydell Press Woodbridge 
2016  
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The six early recordings of Brahms’s Second Symphony investigated in this article are:  
 
Walter Damrosch, New York Symphony Orchestra, 1928 
 
Walter Damrosch (1862-1950) recorded the Second Symphony on 4-6 January 1928. It is his only 
recording of any symphony. Damrosch had studied conducting with Hans von Bülow for three 
months in 1887 in Frankfurt, concentrating on the Beethoven symphonies.3 Walter Damrosch’s 
father, Leopold (1832-1885) was a violinist who toured with Hans von Bülow. He founded the 
New York Symphony Orchestra and gave the first performance of Brahms’s First Symphony in 
America. Walter Damrosch gave the first performances in New York of the Third and Fourth 
Symphonies. 
 
Leopold Stokowski, Philadelphia Orchestra,1929 
 
Leopold Stokowski (1882-1977) recorded the Second Symphony three times. Besides the 
recording that I include in this study, with the Philadelphia Orchestra, made on April 29 and 30 
of 1929, there is a 1950 recording with the New York Philharmonic and a 1951 recording with 
the Bavarian Radio Orchestra. His later recordings are not taken into account here. By 
comparing his recordings, we can hear that his views changed profoundly over the years, but I 
am interested in the earliest available recordings of the symphony. As a conductor Stokowski 
has a connection with Arthur Nikisch, whom he studied with in masterclasses in Leipzig in the 
1905-1906 season, but Dyment writes that there is no evidence that Stokowski’s early 
recordings approximate in any way to the Nikisch approach4. 
 
Max Fiedler, Berlin Philharmonic Orchestra, 1930 
 
Max Fiedler (1859-1939) was introduced to Brahms when he studied in Leipzig and probably 
saw Brahms conduct the premiere of the Second Symphony with the Gewandhaus Orchestra on 
January 10, 1878. When he was teaching the piano at the conservatory of Hamburg from 1882 
on, Fiedler got to know Brahms, who visited the city for the local premieres of major choral 
works, under the highly respected conductor of the Cäcilienverein, Julius Spengel. Fiedler’s 
biographer, Gaston Dejmek writes that these concerts were of crucial importance in shaping 
Fiedler’s approach to Brahms’s music5. Also in Hamburg, from 1887 on, Fiedler has been a 
devoted witness of Von Bülow’s activities there, and according to Dejmek his conducting was 
generally seen as being closely related to Von Bülow’s work, in particular when it came to 
interpreting Brahms6. Dyment calls Fiedler’s recordings a probable echo of Bülow’s approach, 
including those characteristics that Brahms found so irritating.7  
 
 

 
3 Walter Damrosch, My Musical Life, New York Charles Scribner’s Sons, 1926 pp. 140-143 
4 Dyment, pp.66, 68 
5 Gaston Dejmek, Max Fiedler p.29 
6 Ibidem, p.29 and pp.216-217 
7 Dyment p.77 
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Fritz Busch, Staatskapelle Dresden, 1931 
 
Fritz Busch (1890-1951) is the dedicatee of Blume’s printed manuscript and was a student of 
Steinbach at the Cologne Conservatoire. The recording studied here, is a live radio broadcast of 
February 25, 1931. Busch’s performance of the Second Symphony at the Queen Elisabeth Hall in 
London, reminded H.C. Colles, anonymous critic of the Times, of Steinbach, though not in the 
Finale which he found to be ‘overdriven’. Fritz Busch recorded the Second Symphony a second 
time, with the Danish State Orchestra in 1950. I have not included that performance in this 
investigation. 
 
Hermann Abendroth, Breslau Radio Symphony Orchestra, 1939 
 
Hermann Abendroth (1883-1956), after studying in Munich, was appointed assistant to Felix 
Mottl for the Munich Wagner Festivals of 1907-10. During his tenure as Kapellmeister in Essen 
(1911-1916) he guest conducted in virtually all major German-speaking music centres. As 
Dyment points out, it is a subject of speculation whether or not he ever found the time to hear 
Steinbach conduct Brahms. This recording is a live radio broadcast of April 15, 1939. I will use his 
later recording of 1952 with the Leipzig Radio Orchestra only to clear up a phrasing issue in the 
first couple of bars of the first movement of the Symphony. Walter Frisch, in his chapter on the 
First Symphony in ‘Performing Brahms’ proposes Abendroth as a conductor working in the 
Steinbach tradition on the basis of examples from his recordings of the First Symphony 
concurring with Blume’s writings.8 
  
Felix Weingartner, London Symphony Orchestra, 1940 
 
Felix Weingartner (1863-1942) received high praise from Brahms himself for his performance of 
the Second Symphony in Vienna in 1895.9 Weingartner saw Brahms conduct on at least two 
occasions: the Leipzig premiere of the Third Symphony on February 7, 1884, and Brahms’s last 
appearance as a conductor on March 9, 1889. Dyment, quoting from Weingartner’s memoires, 
writes: ‘On neither occasion did he understand the work: as he put it of the earlier occasion, ‘Ich 
verstand wenig davon.10 Weingartner expressed some reservations when it comes to his 
appreciation of the Third and Fourth Symphonies in his memoires, but given Brahms’s praise for 
his conducting of the Second Symphony I felt it important to include his recording in this 
investigation. This recording was made on February 26, 1940. Weingartner did record all Brahms 
symphonies. 
 
There are two pre-World War II recordings that I have left out of this study. Bruno Walter 
recorded the symphony in 1940 with the NBC Orchestra, and Arturo Toscanini recorded the 
Second Symphony in 1938 with the NBC Orchestra and the BBC Orchestra. I intend to write 

 
8 Michael Musgrave and Bernard D. Sherman, Performing Brahms, Early Evidence of Performance Style, Cambridge 
University Press 2003, In Search of Brahms’s First Symphony pp.286 and following 
9 Styra Avins, Johannes Brahms, Life and Letters, Oxford University Press, 1997; Letter from Johannes Brahms to 
Fritz Simrock, Vienna 1895, p.726 
10 Dyment p.82 
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about these recordings in a separate article, comparing the early and later recordings of 
Abendroth (1939-1952), Walter (1940-1950) and Toscanini (1938-1952). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Blume’s instructions step by step 
 
I recommend keeping a score of the symphony on hand, as I will give bar numbers in addition to 
the music examples from Blume’s text given here, in order to facilitate checking the details of 
the sections discussed. 
 

1 
Blume begins his chapter on the Second Symphony by pointing out that the seemingly 
unimportant three-note-motif played by the cellos and basses in bar 1, plays an important role 
in the construction of the piece as a whole. (Example 1) 
 
He starts by giving the motif in its original shape, with a suggestion for its phrasing. (Example 1) 
 

Example 1 
 

 
Blume proceeds to give a list of variations and themes stemming from it, before addressing the 

question how the three-note-motif and the ensuing main theme should be phrased. (Example 2) 
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Example 2 
 

 

 
 
 
These detailed instructions correspond with similar phrasing instructions Blume gives elsewhere 
in his manuscript. Here too, he goes as far as to rewrite the score, adding rests and claiming that 
shortened notes should in fact be considered as having a different value from the printed one 
(dotted eighth note rather than full quarter note). Although these instructions provide a 
fascinating insight into the subject of orchestral phrasing and of legato, I would argue that they 
don’t necessarily provide a comprehensive recipe for dealing with these subjects, because 
Blume does not say anything about how the detailed phrasing is related to the 8-bar structure 
of the theme. All his commas are equal on the paper (sixteenth rests), but surely successful 
execution would depend on a nuanced and varied interpretation of them. In their Violinschule11  
Joachim and Moser write about punctuation as can be seen in the example below (Example 3). 
They argue that in cases where the composer has not specified his intentions with regard to 
phrasing, the performer has to decide where to place caesura’s. They go on to say that a truly 
musical person would make the right choice, but they also claim that when the musical instinct 

 
11 Joseph Joachim und Andreas Moser, Violinschule in drei banden, Simrock, Berlin 1905, vol.. III, p.15 
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fails to guide the performer, one has to rely on theoretical knowledge. Joachim and Moser 
provide two music examples to illustrate their point. The first is the opening theme from 
Beethoven’s quartet opus 18.4 in c-minor. Here we see a dot in bar three (by the composer) 
indicating a sospiro. It is worth pointing out that Blume didn’t opt for just adding these kinds of 
dots, but added sixteenths rests in an apparent effort to suggest explicit phrasing. In the 
example given in the discussion of the second theme (Example 10), Blume does use the dot, to 
indicate shortening of the last note under the legato slur, but on top of that he also indicates 
the sixteenth rest. The second music example, Joachim and Moser provide is part of an Adagio 
by Joachim (example 3, second example). There is a mistake in the translation, as the original 
German text does not speak of ‘first and third section’ but reads:  
 

Anders liegt die Sache, wenn von seiten des Autors keinerlei Angaben über die Interpunktion vorliegen, der 

Vortragende also zwischen Vorder- und Nachsatz, Anfang und Ende einer Periode selber zu entscheiden 

hat.  

 
Which translates as ‘and when the performer himself has to decide between antecedent and 
consequent, the beginning and end of a period.’ (my translation). It remains a case of 
speculation how Blume would have marked this particular example, but the way he has marked 
the examples in the symphony and indeed in all of his writings about the Meininger Tradition, 
would suggest commas in bar 2 between the two e’s and in bar 6 between the a and the c# and 
probably the penultimate bar between b and f#.  
 

Example 3 
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Blume’s markings of the phrasing of the opening bars of the symphony suggest that the 
antecedent should be phrased as 1 bar-1 bar -2 bars, and the consequent 2 bars – 1 bar – 1 bar. 
The comma he writes to separate antecedent from consequent in his notation is equal to the 
commas within the four bar phrases; indicated by a sixteenth rest. 
 
  
m.1 Damrosch bar 1-20 
 
Stokowski is much less outspoken in his phrasing of the same section; there is hardly any 
distinction between the commas at the end of the first and second bar of the horn-theme and 
the third. With the exception of bars 17 and 18 (at the beginning of the crescendo sign in the 
music example) which are clearly taken together, every bar seems to get the same kind of 
emphasis. You might say that he plays all the bar lines. 
 
m.2 Stokowski bar 1-20 
 
Max Fiedler seems concerned with weaving an uninterrupted line, only placing the down beat of 
every fourth bar, in accordance with the structure of the music. His first bar leads into the 
second, Blume’s comma is absent. 
 
m.3 Fiedler bar 1-20 
 
Fritz Busch, like Damrosch is in concurrence with Blume’s writing, though less outspokenly so. 
Both in bars 2-5 and 10-13 the phrases played by the horns show a clear bar-bar-2 bar structure, 
but in the answering phrases (counters-phrases) the woodwinds play a legato over 4 bars, in 
bars 6-9 and 14-17. 
 
m.4 Busch bar 1-20 
 
In the recording of Abendroth of 1939 with the Breslau Radio Orchestra, we can hear a distinctly 
different phrasing: 
 
m.5 Abendroth bar 1-20 

 
In bar 1 we can hear a comma at the end of the bar (the third quarter note is shortened) just as 
Blume has suggested. In bar 2 however, the phrasing is not only very different from Blume’s 
suggestion, but also from Brahms’ legato slurs in the score. (Example 4) 

 
 

 
 
 
 
 

https://vimeo.com/441375145/9aa3d9b93e
https://vimeo.com/441375321/61d4265d9c
https://vimeo.com/441375502/df790df6c4
https://vimeo.com/441375639/70a9181975
https://vimeo.com/441375737/4c5de79027
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Example 4 

 
 
 

This is a strange event; it seems to require a coordinated effort on the part of the first and 
second horn players, which makes it unlikely that it could be accidental, but the slur is not 
repeated in bars 10 and 11, as might be expected given the similarity of the phrases. The same 
slur can be heard in the horn solo at the beginning of the development section in bar 183-184, 
solo on the part of the first horn player it certainly seems intentional. This phrasing cannot be 
heard in Abendroth’s 1952 recording with the Leipzig Radio Orchestra. In the counter phrases of 
the woodwinds Abendroth’s phrasing is definitely not concurrent with Blume’s suggestion; in 
the first counter phrase a pattern of bar-2bars-bar is clearly recognizable, in the second counter 
phrase the phrasing is similar to this pattern but less distinct.  
 
Weingartner offers yet another approach. He takes the first bar under tempo. A comma at the 
end of the bar would – in proportion – have to be big. It is not so. Instead, he seems to slide into 
the second bar. The phrasing of the first horn-phrase is not clear as each bar seems to be 
equally separate. The second one (bar 10-13) does concur with Blume’s suggestion, as do both 
counter phrases in the woodwinds. 
 
m.6 Weingartner bar 1-20 
 
Conclusion  
Damrosch is concurrent with Blume. Busch appears to be close to Blume’s suggested phrasing of 
the horn-phrases, less so in the counter phrases of the woodwinds. The others are definitely not 
concurrent with Blume’s suggestions. 
 

2 
 

Blume’s second suggestion concerns the bowing for strings in the phrase starting in bar 17 and 
ending in bar 31. (Example 4) 
 

 

https://vimeo.com/441375859/8aa9b03619


 
 

10 

 
Example 5 

 
 
 
Brahms wrote two legato slurs in the violin line over the phrase; one from bar 17-23 and one 
from 24-31 (Example 5, top line). In the line that is passed on from violas to cellos an octave 
below the first violins, Brahms writes a legato across the bar line between bars 23 and 24. In bar 
26, where the violas pass on the line to the cellos, he writes an overlapping c, so that in the 
combined line of violas and cellos there is a legato from beginning to end of the phrase. 
Blume writes about ‘strings. He does not specify whether or not his suggested bowing should be 
applied to both octaves. His music example only shows the line of the first violins. He suggests 
cutting both original slurs in the first violin line in two, thus creating four legato slurs, each over 
four bars. He does not clarify if his bowing is intended to be heard, but because he does not 
write in his usual sixteenths rest between the legato slurs, his bowing seems to be intended 
more as a practical solution than as a special phrasing effect. Issues such as this one, are 
relevant, even if in this particular instance, one might argue that the artistic consequences of 
the various choices are limited. The underlying question is: how much effort should we make to 
realize the legato slurs in the score even if they are uncomfortably long? Is the effort of making 
it work part of the musical eb and flow, or is it okay to take liberties and subdivide the slurs in 
order to be able to produce a richer sound? This of course relates to the issue of unified bowing 
in orchestral playing in the nineteenth century. In their Violinschule12 Joachim and Moser write 
about it as can be seen in the example below (Example 6). 
 

 
 
 
 
 
 
 

 
12 Joseph Joachim und Andreas Moser, Violinschule in drei banden, Simrock, Berlin 1905, vol.. III, p.16 



 
 

11 

Example 6 
 

 
 
Moser and Joachim make a distinction between unified bowing at the beginnings and endings of 
phrases, of which they approve, and the unified bow-changes in held notes, within the unit of a 
phrase or melody with long breath, of which they disapprove. They argue that in the later cases 
the changing of the bow should be left to the individual players, so that the result is an illusion 
of total legato of unsurpassable beauty. For me personally, there is a related question that I 
have been trying to find an answer to, for a long time. In order to guarantee that this effect is 
realized, it is possible to ask the inside players of each desk of a string section to change bow at 
a different time from the outside players, thus allowing for legato slurs to be subdivided in 
inaudible fashion through a coordinated effort. I would like to know if this is a solution that was 
in use in the nineteenth century. I have not been able to find any proof of this in the nineteenth 



 
 

12 

century orchestral parts I studied in the libraries at Meiningen and Brussels. In order to find 
possible traces of the practice, I have to rely on early twentieth century recordings.  
It is not possible to prove that this technique might be used in recordings as it is designed to be 
inaudible and the result would possible be the same as from a free bowing approach. One 
would have to be able to deduce its probable use from the amount of sound that is being 
produced in combination with the absence of audible bow changes or any noticeable 
interruptions of the legato slurs. But even then, I would have no way of telling whether it is the 
result of free bowing, such as suggested by Joachim and Moser, or the result of a coordinated 
effort to change bow at different moments. I do think that in the recording of Weingartner I 
have found a seamless legato. His legato extends over the entire phrase from bar 18-31, and I 
can’t point at a bow change in the line, with the possible exception of the octave jump in the 
first two e’s of this section. Brahms’s original legato slur ends and his second one begins on the 
bar line of bar 24 (bar 7-8 in the music example above), but this too is smoothed over by 
Weingartner: 
 
m.7 Weingartner bar 18-31 
 
In Busch’s recording the first two legato slurs are as in Blume, but from bar 24 on he brings out 
hemiolas, emphasizing a structure of paired quarter notes, then switching to slurs over four 
notes. This is certainly not in concordance with Blume.  
 
m.8 Busch bar 18-31 
 
In the following example you can see from top to bottom; Brahms’s legato slurs (2 in total, as 
the first and second overlap), Blume’s suggested slurs (4 in total) and Busch’s 10 slurs. There is 
quite a bit of noise in the recording, making it difficult to say for sure that Busch’s phrasing is 
realized through separate bowings or with more subtle stressing of the pairs within the longer 
legato slurs, but I believe that the first violins start upbow, take a downbow from the d#, than a 
series of 4 short slurs at the tip of the bow for the paired quarter notes of 24-25, followed by 
up-down-up-down for the last 4 slurs each containing 4 quarter notes. (the last downbow 
makes the evaporating effect at the end of the line easier to realize). (Example 7) 
 

Example 7 

 
 
 

https://vimeo.com/441375943/00ad809247
https://vimeo.com/441376068/9e1a3eefd8
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The other recordings show variations of these different solutions, with Damrosch in 
concurrence with Blume: 
 
m.9 Damrosch bar 18-31 
 
Abendroth phrases differently, but his approach is more similar to Busch’s than to Blume’s. He 
phrases combines slurs of two and four notes before resolving to pairs as can be heard in m.10 
and seen the example (example 8). 
 
m.10 Abendroth bar 18-31 

 
 

Example 8 

 
 
 
 

Stokowski and Fiedler provide variations on these solutions and needn’t be discussed here in 
further detail. 
 
Conclusion  
Damrosch is in concurrence with Blume. Weingartner prioritizes a long line without any 
interruptions of the legato. In Weingartner’s recording I claim to have found evidence of bow 
changes that are not made at the same time. Whether or not this is the result of ‘free bowing’ 
where individual players choose their own moment for changing the bow direction, or a 
coordinated effort in a-synchronizing, for example per desk, cannot be deduced with certainty. 
Both Busch and Abendroth playfully bring out the paired interval structure of the line, cutting up 
the original legato slurs to their liking, definitely not in concurrence with Blume’s suggestions. 
 

3 
 
 

The next four suggestions by Blume relate to the bars 42 (two bars before A) until 58. In order 
to avoid a presentation of a series of minute audio examples, I will take these three remarks 
together and discuss them as 3a, 3b 3c and 3d 

https://vimeo.com/441376160/4250f9a17b
https://vimeo.com/441376242/509f4c7708
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3a 
Blume suggests that the three notes constituting the three-note-motif in hemiola-form played 
by the first oboe and bassoon before A should be played “kaum verzögernd”; hardly slowing 
down. In other instances, such as the tempo indication of the first movement of the First 
Symphony, Blume has clarified his understanding of this type of instruction. In the case of the 
tempo indication of the introduction of the first movement of the First Symphony, Blume writes 
that the emphasis in Un poco sostenuto, should be on “un poco”. Here we have no such clear 
help, but I think it is not unreasonable to assume that here too, the emphasis should be on the 
adjective; hardly slowing down. Even without that assumption, we can decide to take Blume 
literally and take it as a suggestion to apply a subtle rallentando. 
 

3b 
Blume’s second suggestion concerns the theme at letter A. He writes that this theme, which is 
derived from the three-note-motive, should be played in a fairly flowing manner, without 
special nuance.  

3c 
In contrast to this indication (no particular nuance) Blume writes that from bar 52 the canonic 
imitations of the first bar of the theme should be brought out by swelling the first note of each 
entry. 

3d 
Finally, Blume adds the instruction in the music example he gives, that the legato slurs should 
be properly separated.  
 
Al this can be found in this segment from his text: (Example 9) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 



 
 

15 

Example 9 

 
 
 
In order to judge the nature of the ‘hardly slowing down’ in the last two bars before letter A, we 
need to take a look at the basic tempo and its modifications in each recording up until that 
point, as this largely is a matter of proportions. The tempo at letter A, which Blume claims 
should be taken quite flowingly, can also best be judged in proportion to the basic tempo up 
until that point. This is why I will give a brief evaluation of the basic tempi and main 
modifications of the first 31 bars at the beginning of each discussion of a recording before 
addressing issues 3a, 3b, 3c and 3d. 
 
Damrosch starts the movement in a pretty even basic tempo of about quarter note equals 116-
118 (from now on all tempos for the first movement will be given just in figures, as they all 
relate to quarter notes). His horn-phrases in bars 2-5 and 10-13 are 116, the counter phrases in 
the woodwinds are around 118. He moves forward slightly from bar 17, pushing the crescendo a 
little bit, but he is back in an even 118 in the string-line discussed above, and he only slows 
down a bit right at the end in the last bar before the timpani roll. Damrosch gradually comes 
down in tempo from bar 32 until letter A. His tempo in the last two bars is a natural result of the 
modest rallentando that he started in bar 32. The music in the last two bars before letter A is 
the same as the woodwind play in bars 35 and 39, namely the three-note-motif, only double in 
length. Damrosch moves forward the first two times the motif is being played, only to relax in 
the third and last time. His rallentando is very modest and in my opinion concurring with 
Blume’s suggestion (3a). The pushing forward slightly in bars 35 and 39 however, is something 
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that Blume does suggest in other places but not here. Another thing that is striking is the 
swelling <> Damrosch’s timpanist applies to both his rolls in bar 32 and 36. It is not concurrent 
with Blume’s suggestions. At letter A, Damrosch moves forward to a tempo of about 132, 
concurrent with Blume’s suggestion of a quite flowing tempo (3b). The expressive nature of the 
dotted quarter notes from bar 52 on, in my opinion also qualify as concurrent with Blume (3c), 
but the phrasing in bars 56-57-58 does not, as the legato slurs – clear as they are – are not really 
separated from each other (3d). 
 
m.11 Damrosch bar 32-59 
 
 
Stokowski has a first bar that is a bit faster than the following basic tempo. From bar 2 on, his 
tempo is pretty even at about 102-104, with the same play between phrase and counter phrase 
as described in Damrosch’s recording. He does not push the crescendo at 17 and stays in 104, 
until bar 24 (to be found in the discussion of the string legato, where he moves to about 110, 
before slowing down only in the last bar (bar 31). In the section from bar 32 until letter A 
Stokowski plays everything at a regular 100, just below his basic tempo. In the last two bars 
before letter A however, he makes a substantial rallentando, not concurrent with Blume’s 
suggestion (3a). The tempo at letter A, is about 104, not more flowing than the basic tempo of 
Stokowski’s first 20 bars of the movement, hence not concurring with Blume’s suggestion (3b). 
There is a very subtle modification of tempo here, that I think I should mention. Stokowski 
moves forward in the first two bars at A and relaxes in the third and fourth, then he repeats the 
process for bars 48-49 and 50-51. It results in a different flow than Blume describes, but a flow 
nonetheless. The swelling of the dotted quarter notes from bar 52 is very explicit and clearly 
concurrent with Blume (3c). The separation of the slurs in 56-57-58 is not sufficient to qualify as 
concurrent with Blume, though the last couple of paired eighth notes are more separated than 
the slurs over 4 in bar 56-57 (3d). 
 
 
m.12 Stokowski bar 32-59 
 
 
Max Fiedler takes the slowest tempo of all conductors compared here. The first bar though is 
quite flowing at about 110. After that tempo in the first 20 bars 96, he too takes the horn 
phrases in bar 4-7 and bar 10-13 slower than the answers in the woodwind. It is quite 
remarkable that he takes the motif of bar 1, each time it returns, in a faster tempo than the 
basic 96; the tempo for bars 1, 5, 9 and 13 is around 110. In the string-line of bars 19-32 he 
takes a more fluent tempo of about 112 and he refuses to slow down in the diminuendo at the 
end of that section. From bar 32 he slows down gradually, reaching a tempo of 69 through a 
substantial extra rallentando in the last two bars before letter A. This clearly is not in 
concordance with Blume’s suggestion to hardly slow down in the last two bars before A (3a). 
His substantial rallentando however sets him up perfectly to do as Blume’s proposes in his next 
suggestion, to play the new theme at letter A quite flowingly, with a tempo of around 124 (3b). 
Fiedler uses the same pattern for tempo modification I described in Stokowski’s recording (two 

https://vimeo.com/441394037/152f709b9e
https://vimeo.com/441394197/d062c24f4d
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bars forward, two bars back from A until bar 52, creating a feeling of ebb and flow). Though the 
dotted quarter notes from 52 on do appear to have an expressive singing quality, I don’t think a 
swelling as proposed by Blume can be heard in that section (3c). The separation of the slurs in 
56-57-58 is not sufficient to qualify as concurrent with Blume, though the last couple of paired 
eighth notes are more separated than the slurs over 4 in bar 56-57 (3d). 
 
m.13 Fiedler bar 32-59 
 
Fritz Busch has a pretty stable tempo of about 104-106 for the first 20 bars of the movement, 
his modifications are clear, but modest. In the string-line of bar 19 and following, he moves 
forward a bit, but he returns to his basic tempo of 104-106 towards the end of the section at bar 
31, and like Damrosch, Stokowski and Fiedler, he avoids slowing down. Unlike Fiedler he also 
avoids a gradual slowing down from bar 32 on, until the two bars before A where he does take a 
fair amount of time, coming down to about 79. His rallentando is clearly perceptible and more 
than hardly slower, it is fair to say that Busch’s approach here is closer to Blume’s instruction 
than Fiedler’s, but not concurring with Blume’s suggestion (3a). The following new theme at 
letter A is played, in accordance to Blume’s suggestion, quite flowingly, at a tempo of about 118, 
with the earlier described ebb and flow (3b). From bar 52 on we can hear the attention for the 
dotted quarter notes and in my opinion, what we hear here is a less outspoken version of 
swelling Blume suggests, and Stokowski realized in his recording (3c). Though the articulation is 
clear towards the end of the section in bars 56 and 57 the amount of separation of the slurs in 
my opinion does not qualify as in concordance with Blume’s suggestion. In the last sequence of 
paired eighth notes however we can hear such separation (3d). 
 
m.14 Busch bar 32-59 
 
Abendroth has a basic tempo of around 100-102 for the beginning of the movement. In the 
interplay between phrase and counter phrase of horns and woodwind there is the same type of 
freedom as we have seen in the other recordings. In the section with crescendo and the strings-
line from bar 17 on he does move forward, reaching a tempo of 108-110. Abendroth subtly 
slows down from bar 32 on and his tempo as a result of the rallentando in the two bars before 
letter A, comes down to about 94. It is substantially slower but somehow seems to qualify as in 
concordance with Blume’s suggestion because it is a natural consequence of the previous 
gradual slowing down(3a). Abendroth takes a faster tempo at letter of about 116. This, in my 
opinion qualifies as quite flowing, in concurrence with Blume’s suggestion (3b). The expressive 
character of the dotted quarter notes from bar 52 onward is in not in concordance with Blume’s 
suggested swellings, but constitutes a tenuto shape in which the dotted quarter notes do not 
get an individual shape, but instead evenly lead into the ensuing eighth notes (3c). Finally, 
Abendroth does separate the legato slurs, perhaps a bit more than Busch and Walter, but only 
in the sequence of paired eighth notes in bars 57-58, explicit enough to be concurrent with 
Blume’s suggestion to separate the slurs over 4 eighth notes in bar 56-57 (3d). 
 
m.15 Abendroth bar 32-59 
 

https://vimeo.com/441394283/ead2d6eaa3
https://vimeo.com/441394491/48865960e3
https://vimeo.com/441394587/439b137fbb
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Weingartner does the opposite of Stokowski and Fiedler, and takes the first bar slower than his 
basic tempo of about 102, which he reaches in the answer to the horn phrase in the woodwinds 
in bar 6-9. Like all conductors he moves forward in the crescendo from bar 17. The string-line in 
bars 19-31 is back at around 108. It is quite striking that, rather than slowing down at the last 
moment as we have seen the other conductors do, he keeps driving the tempo up, reaching 
about 110 just before the timpani roll of bar 32. He keeps this tempo until the two bars before 
letter A where he makes a clearly perceptible rallentando, in my opinion a bit too much to be 
considered as concurrent with Blume’s suggestion (3a). At letter A his tempo of 112, is quite 
flowing, concurrent with Blume’s suggestion (3b) and the expressive character of the dotted 
quarter notes from bar 52 onward is also in concordance with Blume’s suggested swellings, 
though not as explicitly as Stokowski (3c). The separation of the slurs in 56-57-58 is not 
sufficient to qualify as concurrent with Blume, though the last couple of paired eighth notes are 
more separated than the slurs over 4 in bar 56-57 (3d). 
 
m.16 Weingartner bar 32-59 
 
Conclusion:  
3a The ‘hardly slowing down’, two bars before letter A can only be judged in context of the 
general tempo, its modifications and other tempo deviations. All recordings slow down 
considerably at this point. Damrosch can be considered as fully concurrent with Blume’s 
instructions, Abendroth, as somewhat concurrent, the others not concurrent. 
3b All recordings have a faster tempo at letter A. All but Stokowski’s are concurrent with Blume.  
3c The swellings in bars 52 and following can be found in the recording of Damrosch, Stokowski 
and Weingartner. Busch’s has hints of it. 
3d The separation of the slurs can be found only in the last sequence of paired notes in bar 57-
58, no recording is in full concurrence. 
Over all four performance issues dealt with here, none of the recordings are in full concurrence 
with Blume, but in quite a few instances elements of the recordings are in concurrence. What 
clearly emerges as a result of my attempts to judge the slowing down before letter A in the 
context of the general tempo and its modifications in each recording, is a picture of a very 
flexible and fluent handling of tempo. The rule seems to be flexibility, the exception stability of 
tempo over longer stretches. Much of the moving forward and backward is directly related to 
the structure of the phrases in the music. For example, contrasting two four bar phrases; one 
slow, the answering phrase moving, or; within a four-bar phrase, two bars forward, to bars 
backward. 
 

4 
 

Blume’s next suggestion is about the relation between the two bars before letter B and what 
follows from B on. He writes that the two bars before B should be felt as 6/8 bars and from B on 
the oboe should play in regular 3/4 thus creating a very different effect. This remark does not 
really constitute a specific instruction as to the execution of the section. I think it is fair to say 
that all recordings bring out the 6/8 feeling in the two bars before B. The contrast Blume desires 

https://vimeo.com/441394692/f0cfc43a67
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here, though depends largely on the return to the 3/4 feeling at letter B and it must be pointed 
out that more could have been done to create the return to the 3/4 meter at letter B.  
 
Damrosch creates a good contrast between the 6/8 and the 3/4 section. He is the only 
conductor who makes a substantial comma on the bar line of letter B. In the 3/4 section the 
oboe does not seem to make much of an effort to avoid an emphasis on the fourth eighth note 
in the bar. The contrast could have been bigger. 
 
m.17 Damrosch bar 63-73 
 
In Abendroth’s recording too, the oboe keeps emphasizing the 4th eighth note in the bar, from 
letter B on, thus continuing the 6/8 feeling rather than contrasting it. 

 
m.18 Abendroth bar 63-73 

 
Busch in the same passage makes a slightly bigger effort to avoid a 6/8 feeling at letter B, 
creating the contrast Blume describes a bit more successfully: 

 
m.19 Busch bar 63-73 
 
Fiedler perhaps manages best to play a proper 3/4 from letter B on, creating the most 
convincing contrast. But I do like to point out that in the two 6/8 bars, the second half of the bar 
has a sf, not the first. Fiedler’s downbeats sound stronger than his sforzato’s, probably as a 
result of lack of compensation for the bowing; downbow on the one sounding stronger than 
upbow on the sf. He does create a 6/8, but not necessarily in a spirited way. Only Fiedler 
succeeds in avoiding the 6/8 feeling from letter B on. He does so by playing into each second bar 
from B on, by means of a small crescendo. The avoidance of the 6/8 feeling seems to be a side 
effect of this shaping. Though he does create a contrast between 6//8 and 3/4, his handling of 
the section is not in concurrence with Blume. 
 

 
m.20 Fiedler bar 63-73 

 
Conclusion  
The contrast between the 6/8 feeling before letter B (which all recordings achieve) and the 
return to the 3/4 feeling from letter B onwards, could be enhanced by avoiding an accent on the 
4th eighth note. None of the recordings fully concur with Blume’s instructions. 

 
 
 

5 
 

Blume’s next suggestions concern the second theme and its preparation: 
 

https://vimeo.com/441391519/04cc9e9d39
https://vimeo.com/441395063/3244caf637
https://vimeo.com/441391927/abd5af5a5e
https://vimeo.com/441392214/15998e5327
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5a 
For his first point here; ‘a little ritardando’ before the start of the second theme, Blume does 
not provide a specific number of bars, as he did in stating at the occasion of the ‘hardly slowing 
down’ in the two bars before letter A. 

5b 
The second point concerns the phrasing of the second theme itself, and it requires a bit of close 
reading. Blume writes that the four-bar structure of the theme should be clarified by a slight 
separation between the legato slurs in the 4th and 8th bar. Other instructions can be found in 
the music example Blume provides (see below), not in his text. He suggests a diminuendo over 
the first two quarter notes in bar 4 and 8, and a shortening of the second note (that is how I 
read his dot on the second quarter note, preceded by a tenuto line on the first; not as 
separating it from the previous note, but as shortening it).  
 

5c 
Furthermore, we find the instruction vorwärts or forward in bar 94 (the third bar in the second 
line of the example) towards the top a.  
 

5d 
Lastly Blume suggests bringing out the top notes in the following string of eighth notes by 
writing a tenuto-line on the top g and e. (Example 10) 
 

Example 10 
 

 
 
His last point in this music example, concerning the approach of letter E, I will discuss in section 
6. 
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Damrosch, in his approach to letter C, keeps the tempo of 126 quite straight, so that the slowing 
down is contained to the last 4 bars before C. His slowing down is relatively modest and in 
concurrence with Blume’s suggestion (5a). His tempo for the second theme is slower than his 
basic tempo up until this point. I will write about the tempo in the conclusion of this section and 
focus on the phrasing as suggested by Blume. Damrosch is more or less in concurrence with 
Blume, though the amount of separation to emphasize the four-bar structure of the theme, 
remains less clear than I would expect, given Blume’s notation of a sixteenth rest; the bow is not 
lifted from the string, so there is no real gap or breath, neither is there an effectful diminuendo 
(5b). The moving forward at 94 is in concurrence with Blume, as is the emphasizing of the top 
notes in the eighth notes in bar 96-97 at the end of the second line of the music example above 
(5c,5d). 
 
m.21 Damrosch bar 71-101 
 
Stokowski, in his approach to letter C, quite rigidly keeps his tempo of 118 until four bars before 
letter C, where he creates a substantial slow down, not in concurrence with Blume (5a). His 
tempo for the second theme is slow at about 96-98, and his phrasing is not in concurrence with 
Blume. Stokowski seems more concerned with bringing out a long uninterrupted line (5b). The 
tempo modification at the hairpin at bar 94 is explicit in the broadening at the top in bar 95 than 
in the moving forward in bar 94. The same goes for the eighth notes of 96-97. In my opinion this 
does not concur with Blume (5c,5d). 
 
m.22 Stokowski bar 71-101 
 
Fiedler, in his approach to the four bars before letter C, takes his tempo gradually down from 
134 to 132, to 130. At four before C, he moves forward, before slowing down. He does so along 
the lines of the hairpin in the score; crescendo: forward; diminuendo: backward. As we have 
seen before Fiedler is overall the slowest of the recordings discussed here. His basic tempo for 
the second theme is about 92-94. The slowing down before the start of it is too much to be 
considered as concurrent with Blume, the moving forward – though not against what he 
suggests elsewhere – is not mentioned by Blume in relation to this passage (5a). Fiedler’s 
phrasing is not unlike what Blume suggests, but the separations in bar 4 and 8 are not clear 
enough to be considered as concurrent with Blume’s suggestion (5b). Fiedler’s handling of the 
remaining part of the theme is completely concurrent with Blume’s suggestions; both the 
moving forward (to about 114) in the hairpin and the emphasis on the top notes in the eighth 
note-line are clearly distinguishable (5c,5d). 
 
m.23 Fiedler bar 71-101 
 
Busch, in his approach to the four bars before letter C, takes his tempo gradually down from 124 
to 122, to 120. At four before C, he moves forward a little bit, before slowing down. He slows 
down considerably, but I would argue that what he does is more or less concurrent with Blume 
(5a), partly because Busch makes quite a natural bridge to the second subject theme, which he 
takes in a tempo quite close to his basic tempo of the first 20 bars of the movement (Unlike 

https://vimeo.com/441398217/fcf1b785c1
https://vimeo.com/441398391/6786330954
https://vimeo.com/441398637/ea63156f06
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Damrosch, Stokowski, Fiedler and Abendroth, who are all much slower than they are at the 
beginning). Busch’s phrasing is concurrent with Blume’s suggestion, with slight separations in 
bar 4 and bar 8 (5b). Busch’s handling of the remaining part of the theme is also concurrent with 
Blume’s suggestions; both the moving forward (to about 114) in the hairpin and the emphasis 
on the top notes in the eighth note-line are subtle but clear (5c,5d). 
 
m.24 Busch bar 71-101 
 
Abendroth, in his approach to letter C, stays more or less in his tempo of 118 until four bars 
before letter C, where he creates a substantial slow down, not in concurrence with Blume (5a). 
His tempo for the second theme starts very slow at about 86 and gradually reaches about 100. 
Abendroth’s phrasing is not in concurrence with Blume. Like Stokowski, he seems more 
concerned with bringing out a long uninterrupted line (5b). His handling of the remaining part of 
the theme is concurrent with Blume’s suggestions; both the moving forward in the hairpin and 
the emphasis on the top notes in the eighth note-line are clearly distinguishable (5c,5d). 
 
 
m.25 Abendroth bar 71-101 
 
Weingartner’s recording provides overall the most even version of this section. In his approach 
to letter C, he comes down from his initial tempo of 126 until 124, four bars before letter C, 
where he creates quite a substantial slow-down. Because he does so without distorting the 
second hemiola of three half notes (the last half note before C is relatively short), I would argue 
that this does qualify as being in concurrence with Blume (5a). His tempo for the theme of the 
second subject, of about 108-110 is above his initial tempo of the movement. His phrasing is not 
unlike Blume’s suggestions, but hardly in concurrence with him, as there is no perceptible 
separation in the places where Blume suggested them (5b). Weingartner’s handling of the 
remaining part of the section also does not qualify as being concurrent with Blume’s 
suggestions; both the moving forward in the hairpin of 94 and the emphasis on the top notes in 
the eighth note-line of 96-97, are perceptible, but Weingartner does not really deviate from his 
basic tempo (5c,5d). 
 
m.26 Weingartner bar 71-101 
 
Conclusion 
I have put the tempi and fluctuations in this section in a table. (Example 11). In trying to 
measure the tempi by tapping a metronome, it has become increasingly clear to me that there 
are so many micro-timings and modifications, that these metronome markings can serve only as 
very general indications. Many of the tempo modifications I have found in this section, strike me 
as rather special. There appears to be a tendency among conductors like Fiedler and Stokowski 
to modify the tempo of the second subject so that the first two bars are relatively slow, and bars 
three and four move forward. The third quarter note in the third bar in Fiedler’s recording is 
somewhat shortened and the next downbeat is played slightly early. As we have seen, this is not 
described by Blume, but it is as if Fiedler has added before Blume’s diminuendo sign a 

https://vimeo.com/441398846/d931f4ecf6
https://vimeo.com/441399133/053db219cb
https://vimeo.com/441399419/935b01200e
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crescendo sign in the third bar, creating a hairpin. His phrasing is in line with the nineteenth 
century tradition of relating such hairpins not only to dynamics but also to flexibility of tempo. 
He moves forward in the crescendo part of the presumed hairpin, and he relaxes a bit in the 
diminuendo part of it. Something similar can be observed in most of these recordings when it 
comes to the hairpins in bar 90-93 (these are not mentioned by Blume, but I have included them 
in the table below). All conductors modify the tempo here, making the exchange between the 
cello and violas on the one hand and the violins on the other livelier. Many details in these 
recordings can be considered as concurrent with Blume’s suggestions, but none of them concur 
fully. It is worth pointing out that many tempo modifications take place here, that are not 
described by Blume. 

 
Example 11 

 

Conductor 

running up 

to <> 

<> before C 

slowing down 

theme 

tempo 

tempo <> at bar 90-

93 

tempo <> at bar 

94-98 

      

Damrosch 126 modest 98 flexible   

116 eighth notes 

celli 

      

Stokowski 118 substantial 96-98 stable 112 broadening 

      

Fiedler 

134-132-

130 

forward and 

backward 92-94 flexible  114 

      

Busch 

124-122-

120 

little forward 

substantial back 104 flexible  

somewhat 

flexible  

      

Abendroth 118 

substantial 

broadening 

86-100 

slow start flexible flexible  

      

Weingartner 126 modest  108-110  answer flexible  fairly straight  

 
 
 
 
A recurrent subject in Blume’s document is the separation of legato slurs, which he calls 
‘absetzen’. Blume is very specific in what he expects the players to do, writing in sixteenth rests, 
but this kind of phrasing can only be found in the recordings in exceptional cases. In order to 
bring out the separation of slurs clearly, string players would need to lift the bow delicately of 
the string, wind players would need to interrupt the flow of air. 



 
 

24 

I must admit that it is sometimes very difficult to say for sure if and how the phrasing is realized 
in these historic recordings. In Busch’s recording, I think I have found a rare example of this 
phrasing in the way the violas and cellos play the theme of the second subject. 
 
 

6 
 

 
The last issue Blume raises in the music example given in the previous section (Example 8) 
concerns the music around letter E in the score. 
 
Blume suggests that bassoons and violas should play accents on the paired eighth notes in the 
four bars before letter E, and he suggests that in these four bars the tempo should come down a 
little, in order to prepare the tempo at letter E. In Brahms’s indication quasi ritenente, at letter 
E, Blume claims that the emphasis should be on ‘quasi’, he warns against taking too broad a 
tempo here. His translation of the term is ‘with inner restraint’ (innerlich verhalten). 
 
Damrosch does bring out the accents Blume suggests and he does slow down before letter E, 
but, in my opinion, does not heed Blume’s warning against an overly broad tempo at E, taking it 
down to somewhere around 90. 
 
m.27 Damrosch bar 114-121 
 
Stokowski, also is concurrent with the first suggestions concerning the accentuation and the 
pulling back before E. At E however, he takes a tempo of around 108-110, hardly any ritenente, I 
think. 
 
m.28 Stokowski bar 114-121 
 
Fiedler is concurrent with Blume’s suggestions regarding accentuation, preparation of the 
tempo at E and the quasi ritenente at E. 
 
m.29 Fiedler bar 114-121 
 
Busch is not very clear in his accentuation of the violas and bassoons as they are dominated by 
the upper strings. He does pull back the tempo before E somewhat, but his quasi ritenente, like 
Stokowski’s gives a hasty impression, with a tempo of 110 and above. 
 
m.30 Busch 114-121 
 
Abendroth’s bassoons and violas also, are somewhat drowned out by the accents in the rest of 
the orchestra before letter E. This makes it difficult to say anything about their accentuation, 
though it is possible to say that it does not sound like a deliberate attempt to put accents where 
Blume wants them. Abendroth does pull back the tempo considerably before E and at E takes a 

https://vimeo.com/441399573/5e682a6edc
https://vimeo.com/441399659/bb33c6d16a
https://vimeo.com/441399821/eab8f09995
https://vimeo.com/441399928/8f1c57ed9d
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relatively slow tempo of 100, in my opinion both these characteristics are not concurrent with 
Blume. 
 
m.31 Abendroth bar 114-121 
 
Weingartner, like Fiedler is fully concurrent with Blume. 
 
m.32 Weingartner bar 114-121 
 
In conclusion we can see that only Weingartner and Fiedler are fully concurrent with Blume. 
 
 

7 
 

Blume’s next suggestions concern the shaping of the chord in bar 134/135 and the phrasing in 
the section that follows it, as given in the following example. (Example 12) 
 
 

Example 12 

 
 
 
 

 

https://vimeo.com/441404604/286ff64323
https://vimeo.com/441404724/532eecf6ed
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7a 
Blume suggests the chord should begin with a quasi fp, followed by a big crescendo leading to 
the ff, that in Brahms’s marking is to be found at the beginning of the chord.  
 

7b 
He then returns to one of his favourite subjects, the separation of legato slurs that I wrote about 
in the previous section (as in the first section).  
 

7c-d-e 
His last point is threefold; the final chord of this section (bar 152) should be prepared by 
pushing the tempo, the chord should be played very short and after that, we should return to 
the original tempo. 
 
Abendroth’s recording is fully concurrent with Blume’s first two points, one might say to an 
extreme extent (5a). The chord is played with a very big crescendo into the downbeat of 136, 
and the separation of the legato slurs that follows, is remarkable. If this is indeed what Blume 
had in mind each time he suggested the separation of legato slurs, the example of Busch’s 
concurrence with it I gave in section 5, does not qualify as such.  
 
Considering the notation Blume chose to explain what he had in mind with the separation 
however, I think what Abendroth does here is too extreme. As we have seen, Blume writes 
sixteenths rest, by implication shortening the quarter note before the rest to a dotted eighth 
note. Abendroth shortens the note to a sixteenth, followed by a rest with the length of a dotted 
eighth note. Spectacular as Abendroth’s phrasing is in this section, I can’t see it as concurrent 
with Blume (5b). Regarding the last three suggestions by Blume in this section, concerning the 
driving of the tempo, the short final chord and the return of the original tempo, I find 
Abendroth only concurrent with the short chord in bar 152 (5d). His tempo is steady all the way 
through at 126 (5c,5e). 
 
m.33 Abendroth bar 134-154 
 
Damrosch does not crescendo the first chord. (7a). His separation of the legato slurs that follow, 
are increasingly in concurrence with Blume as he separates more and more (7b). Also, he drives 
the tempo from around 130 to 134 into the last chord at bar 152, which he does shorten 
(7c,7d), but he does not return to a slower tempo after reaching that point (7e). 
 
m.34 Damrosch bar 134-154 
 
Busch does not crescendo the first chord (7a). He does separate the legato slurs in concurrence 
with Blume (in between Abendroth’s extreme separation and Damrosch’s more modest version, 
with a clearly distinguishable lift of the bow (7b). He does not drive up his basic tempo of 130 in 
preparation of the final chord, which he shortens (7d) and after it, remains the same. (7c,7e). 
 
m.35 Busch bar 134-154 

https://vimeo.com/441404871/7c9743e6b0
https://vimeo.com/441405020/ce544ab5ba
https://vimeo.com/441405114/4fe84804b6
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The recordings of Stokowski, Fiedler and Weingartner constitute variations of the described 
handling of this section, and needn’t be discussed further here. 
 
Conclusion  
None of the recordings are fully concurrent with the Blume’s suggestions. Abendroth’s 
recording provides a very extreme example of separation of legato slurs by shortening the last 
note under the slur; so extreme, I would argue, that it cannot be seen as concurrent. 
 
 

8 
 

Blume’s next suggestions concern the remaining music until the first and second-time bars.  
 

8a 
Blume suggests a phrasing of the flute line as can be seen in the example.  
 

8b 
A very small ritardando is suggested in the same example for bar 163 (the eighth bar in the 
example).  
 

8c 
Blume suggests a phrasing for the violins, similar to the one he suggested for the flute; holding 
the third beats of 164 and 165. 
 

8d 
He suggests a separation of legato slurs for the woodwind and horn in bar 163 and following. 
 

8e 
Finally, Blume states that the repeat should not be played. 
 
All of these suggestions can be found in the following example: (Example 13). 
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Example 13 

 
 
 

 
 
  
Damrosch is not concurrent with Blume in his phrasing of the flute melody, as he stresses the 
downbeats more than the suggested third beats (8a). His rallantando in bar 163 hardly qualifies 
as ‘pocchinssimo’ (8b) and the violins do not hold the third beats in 163 and following (8c). His 
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separation of the slurs in the woodwind and horn in bars 165 and following are in concurrence 
with Blume (8d). Like all others, he does avoid the repeat (8e). Stokowski seems to be 
concurrent with all of Blume’s suggestions here; the flute accents the top notes, the rallantando 
is subtle, the violins pay special attention to the third beats in 164 and following, and the 
phrasing of the woodwinds and horn is as Blume indicates.  
 
m.36 Stokowski bar 156-171 
 
Fiedler also is fully concurrent with Blume, with even more attention from the violins for the 
poetic nature of the third beats of bar 164 and 165 (5c) 
 
m.37 Fiedler bar 156-171 
 
The recordings of Abendroth, Busch and Weingartner are in this section similar to the ones 
discussed, and need not be looked at closer. 
 
In conclusion I would say that most recordings are concurrent with Blume’s suggestions. Busch, 
Fiedler and Stokowski are in full concurrence. None of the recordings play the repeat, so in this 
respect every recording is fully concurrent with Blume’s suggestion. 
 

9 
 

Blume begins his suggestions for the development section with the remark that the various 
themes should be treated according to his previously given instructions, in order to obtain 
maximum clarity and transparency.  

9a 
In the inversion of the three-note-motif in the oboe, beginning in bar 187, each legato slur 
should be separated. Blume’s next suggestions concern the shifts in time signature, as can be 
found in the example below. (Example 14)  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

https://vimeo.com/441405269/b116bf1fa3
https://vimeo.com/441405479/bf8bc2bbc7
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Example 14 
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9b 
We can see a lot of changes from 3/4 to 2/4 and back, as well as some 6/8 bars. The accents in 
the example correspond to the ones the score; they are not added by Blume. 

 
9c 

In the third and ninth bar of letter G, Blume suggests a big crescendo in the trombones. These 
are additions to the score. 
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9d 
The quarter notes in bars such as 238-239 (first appearance) should be played marcato and all in 
downbow.  

9e 
Blume’s last suggestion for this section concerns a diminuendo for trombones and strings over 
four bars beginning in bar 250, This requires a change in the score, as the trombones only have 
a fp in bar 250, and the strings have a diminuendo of one bar, leading them from a sf in a ff 
context to a mf in bar 251. 
 
In most recordings the phrasing can be identified as concurrent with Blume to some extent, 
with many different nuances when it comes to balancing the effort to make a long line with the 
effort to provide clear articulation (9a). The issue of separation of legato slurs has in my opinion 
been discussed sufficiently in the remarks concerning the exposition. All recordings bring out 
the accents as printed in the score. It is not unreasonable to assume that in a performance in 
which these accents are observed, the described shifts in time signature would already come 
out as a natural result, hence the matter of concurrency with Blume is somewhat debatable 
(9b). In none of the recordings a clear crescendo in the third and ninth bar of letter G can be 
found. In most of the recordings the shape of the three-note-motif in the woodwinds and horns, 
with always some of Blume’s suggested shortening of the last quarter note, seems leading in 
these bars. As a consequence, the dynamics of most of the recordings resemble a diminuendo 
rather than a crescendo. Fiedler’s recording, which can be heard in below in example m.35, 
provides a particularly effective timing of the downbeats of the fourth and tenth bars of letter G 
(9c). It is difficult to say with certainty if the recordings concur with Blume’s suggested bowing 
(sequence of downbows (9d)), but in Fielder’s recording I think it is fair to say that concurrence 
is quite likely, given the evenness of the accents and the amount of separation between each 
note. The last suggestion concerning the gradual diminuendo rather than the dynamics as 
printed in the score can be found in Fiedler’s, but not in the other recordings (9e). 
Some additional observations regarding Fiedler’s recording: The phrasing of the theme in the 
horn in bar 183-186 and in the woodwinds four bars later, is not very distinct. This is not 
concurrent with Blume’s suggestion to apply the same phrasing he suggested in the exposition. 
In bar 183 at the beginning of this segment, the tempo is remarkably slow, around 88. Gradually 
the tempo becomes much faster, particularly through a very energetic crescendo and 
accelerando from bar 195 onwards, Fiedler reaches a tempo of around 136 in bar 204. This kind 
of tempo modification can be found in Blume’s writing elsewhere but not in relation to this 
segment. I think Fiedler’s recording is concurrent with Blume’s suggestions 9a,9b,9d and 9e. 
There is no crescendo as described in suggestion 9c, but Fiedler offers a very effective timing of 
the downbeats in bars 227 and 233 (fourth and tenth in G). 
 
m.38 Fiedler 183-254 
 
Damrosch’s recording presents a different picture. The phrasing of the theme in the horn in bar 
183-186 and in the woodwinds four bars later, is extremely clear. This is fully concurrent with 
Blume’s suggestion to apply the same phrasing he suggested in the exposition. 

https://vimeo.com/441406130/e17674e977
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Damrosch’s starting tempo is 126 and in much the same manner as Fiedler, he reaches about 
144-148 from bar 204 onwards. The phrasing of the oboe line is more legato here than in 
Fiedler’s recording. Damrosch is concurrent with Blume in 9b and possibly also in 9d and 9e but 
the recording is not sufficiently clear to provide a definitive answer. There is a diminuendo 
rather than a crescendo in bars 226 and 232. 
 
m.39 Damrosch bar 183-254 
 
Stokowski provides yet another approach; He starts with a tempo of around 100, and moves it 
up in the same way as the others through the crescendo beginning in bar 195, reaching a tempo 
of around 126 at the forte marcato in the first violins in bar 204. His phrasing of the beginning of 
the development section is not very distinct, but if anything, concurrent with Blume. There is a 
clear effort being made to play the oboe line legato, not concurrent with Blume’s suggestion to 
shorten each third quarter note (9b). It strikes me that the marcato in the first violins in bar 204, 
as indicated by Brahms, seems to be ignored by Stokowski: the fugato theme is played in a long 
and singing style when it first appears. As it develops the playing becomes shorter and more 
marcato. There is no shortening of the third quarter note in the third and nineth bar of G and 
the tenuto played here almost results in a crescendo (9c). The down bows, as suggested by 
Blume are almost certainly not played, as it is unlikely that the length here could be produced 
with repeated down bows (9d). The decrescendo over 4 bars beginning in bar 250, seems 
concurrent with Blume, not with the printed score (9e). 
 
m.40 Stokowski bar 183-254 

 
Busch starts the development section with a tempo of 112, he keeps a very stable tempo in 
phrases and counter-phrase until the crescendo of 195.Through the crescendo and following, he 
reaches a tempo of about 124, at 204. He keeps pushing. His tempo forward until he reaches 
about 130 shortly before letter G. His phrasing is concurrent with Blume, including the slight 
shortening of each third quarter note by the oboe in bar 187-190 (9a). The marcato of the 
fugato theme in bar 204 is very clear, as is the accentuation concurrent with Blume and the 
score (9b). Busch shortens the third quarter note in the third and ninth bar of letter G, there is 
no crescendo, so no concurrence with Blume here (9c). Although I cannot tell with certainty if 
Blume’s downbows for the accented quarter notes are being played, I think it is likely (9d). The 
decrescendo over 4 bars beginning in bar 250, seems also concurrent with Blume, not with the 
printed score (9e). 
 
m.41 Busch bar 183-254 

 
 
In conclusion I would say that the recordings provide a wide variety of tempo, but the 
modifications of it appear comparable in each recording; a slow start leads to a faster tempo at 
the f marcato of bar 204. Blume does not write about these modifications. The recordings are 
sometimes concurrent with his suggestions 9a, always with and 9b, never with 9c. With regard 
to the issue of the sequence of downbows (9d), it is difficult to say with any degree of certainty 

https://vimeo.com/441406645/1e7dcc3e25
https://vimeo.com/441407588/41bbc3a547
https://vimeo.com/441409764/bcbd4d4383
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if this is being done in the recordings, but it seems that some are concurrent, others are clearly 
not. The decrescendo Blume suggest in bars 250-254, can be found in most recordings (9e). 

 
 

 
10 

 
The last suggestions Blume has for the development section are: 
 

10a 
At letter H the piano should be subito. Blume supposedly refers to the dynamic p, in the violins; 
trombones and timpani have pp at H and the clarinet and bassoon have a mezzo piano. He 
suggests that the crescendo before H in the second violins, should go beyond p, in order to bring 
out the subito p effect at H. 
 

10b 
Blume points at the 2/4 3/4 alternations in bars 282 and following as something that needs to 
be brought to the attention (I will leave this point as it has been covered sufficiently above in 
similar places and can be understood as a natural result of playing what is in the print). A clear 
suggestion to add something to the score however is Blume’s suggestion to have all instruments 
play the crescendo that can be found only in the strings in bar 296 and 297. 

 
10c 

Blume’s last suggestion before the recapitulation concerns lengthening the g in flute and 
clarinet on the downbeat of bar 298. Blume tells us to think of this note as having a tenuto sign. 
 
Two different approaches for the subito piano at letter H can be heard in the recordings of 
Damrosch and Stokowski; Damrosch is not concurrent with Blume, Stokowski is. In Damrosch’s 
recording we hear a diminuendo instead of a crescendo: 
 
m.42 Damrosch bar 262-272 
 
I would like to point out that the crescendo that Blume refers to takes place only in the second 
violins. It requires a serious effort to make it so substantial that a subito piano effect at letter H 
can be achieved. Stokowski manages it in his recording: 
 
m.43 Stokowski bar 262-272 
 
Other recordings show slightly different solutions for this passage, but they do not provide 
substantial new insights and do not need further analysis here (10a). 
In Fiedler’s recording we can hear both the crescendo in all instruments (the crescendo is not 
particularly even and is somewhat dominated by the timpani) in bars 296 and 297 and the slight 
lengthening of the g in flute and oboe on the downbeat of bar 298, both concurrent with Blume 
(10b,10c) 

https://vimeo.com/441409940/a626ed6404
https://vimeo.com/441410002/292d46c099
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m.44 Fiedler bar 290-302 
 
In all the recordings there is a sudden and substantial tempo change to a slower tempo in bar 
298. Blume does not mention this. Instead, he writes about lengthening the first g in flute and 
clarinet, as we have seen. There is no way of telling whether or not Blume would have assumed 
that a tempo change would take place naturally at this point, but we can say with certainty that 
it happens in all of the recordings discussed here. The slower tempo in itself makes the g Blume 
writes about proportionally longer. It is not easy to hear whether the lengthening of this note is 
the result of a tempo change, or an imagined tenuto sign on the note, as Blume proposes. 
Weingartner offers a good example of this tempo change, from around 132 to 100; 
 
m.45 Weingartner bar 290-302 
 
In conclusion we can see that some recordings concur when it comes to 10a, 10b and 10c. At 
the same time, it is clear that a major tempo modification, not discussed by Blume, takes place 
in all recordings. 

11 
 

Blume mentions two points in the recapitulation, before turning his attention to the coda.  
He writes that violins should think tenuto signs in bar 320-327 as can be seen in example 15: 
 

Example 15 
 

 
 
 
This can be heard in most recordings. The clearest example perhaps can be found in Busch’s. In 
his recording the first three tenuto markings on the groups of four eighth notes, sound almost 
like accents. Although not all recordings are very clear, I think it is safe to say that in all of them, 
the tenuto signs are expressed with the right hand, not with the left (vibrato). This is particularly 
relevant because of the original instruction in Brahms’s score; p e dol. sempre.  

https://vimeo.com/441410100/3f3c8d63ea
https://vimeo.com/441410227/337d083b3b
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My conclusion is that the players in the orchestra’s discussed here, generally seem to have been 
of the opinion that it was possible to create this special dolce sound with the right hand. I 
choose these words carefully, because it is a subject of discussion whether or not the recordings 
of this era give a truthful representation of the actual amount of vibrato that was being used. 
Marion Ranken in her report on her studies with Joseph Joachim in Berlin13, makes a distinction 
between piano dolce and piano espressivo. She claims that in piano dolce passages a free use of 
vibrato was often made, producing the same sweetness of sound the word dolce indicates and 
‘so many modern players now use through thick and thin.’ In piano espressivo on the other 
hand, Ranken writes that ‘the vibrato (if used at all) was used sparingly.’ 
 
m.46 Busch bar 318-327 
 
Blume’s next point is a suggestion to slow down a little in the chords in trombones and horns 
before the return of the second theme. This rallentando can be found in various degrees in all 
recordings and does not require further discussion. 
 
 

12 
 

Blume’s next suggestions concern four points in the Coda of the first movement. 
 
 

12a 
The first point is the tempo modification through making the trombones play slightly broader in 
the sixth and seventh bar of letter M, two bars before the music in the example below starts.  
Blume suggests that this should be done by broadening the trombones in the last two bars 
before the start of the solo, bars 453 and 454. Blume’s suggestion is incomplete; the figure he 
writes about is doubled in clarinets and bassoons as can be seen in example 16, so his remark 
because playing untogether, though at times worth consideration, would not serve any purpose 
here 

 
 
 
 
 
 
 
 
 
 
 

 
13 M.Bruce Ranken, Some Points of Violin Playing and Musical Performance, as I learnt in the Hochschule für Musik 
(Joachim School) in Berlin during the time I was a student there, 1903-1909. Privately printed Edinburgh 1939 

https://vimeo.com/441410408/843609f06b
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Example 16 

 
 
 
 

12b 
Like in the similar figure in the exposition, Blume suggests that violins and violas should bring 
out their e’s in the bars 457 and following, underneath the horn solo through crescendo’s. I 
suppose he intends this to be done in the same style as indicated in example 7. 
 

12c 
The third point concerns the phrasing of the horn solo as shown in the same example (Example 
17). 
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Example 17 
 

To facilitate comparison with Brahms’s legato slurs in the score, I provide example 18. The most 
significant difference is Blume’s suggestion to change the legato slur in bar 474, the twentieth bar 
in the example and the explicit instruction not to play slurred there (nicht gebunden). But his 
suggestion to change the slurs in bar 454 and following, in my view are also significant. 
 
 

Example 18 
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12d 

The last suggestion concerning this section can be found in Blume’s music example (example 
14), it concerns the first violins, who are instructed to play on the D-string from the third bar of 
their theme (bar 480) onward. This is a bit strange because the low a in bar 479 can only be 
played on the G-string. Blume’s suggestion can be understood as a warning against playing bar 
480 on the G-string. Alternatively, it can be seen as out of place by two bars (early or late) but 
we cannot be sure. 
Because the coda is such an important part of the first movement and because all recordings 
provide different solutions, I will discuss each recording, outlining what I think is significant in 
each recording in relation to 12a, 12b, 12c and 12d and addressing some other details. 
 
Damrosch starts the coda remarkably slowly at about 86, before slowing down further in bar 
451-454 to about 80 (12a). At the start of the horn solo, the tempo is suddenly taken much 
faster at 124, speeding up to 152 just before reaching the forte at the top a-flat. The phrasing is 
different both from Blume’s suggestion and Brahms’s score. Very noticeable is the absence of 
legato between the f and the e in bar 472, the six before last bar in example 15. The c two bars 
later that Blume wanted to be separate is played legato (12c). The suggested crescendos in the 
strings can certainly not be heard enough to be understood as concurrent with Blume (12b). 
There is a striking detail, as Damrosch ads a comma before the downbeat of bar 469, where the 
top a-flat is reached. From this moment on we hear a rallentando that leads to a calm tempo of 
92 for the violin tune on the last line of Blume’s example (Example 14). It is difficult to say with 
certainty if bar 480 is being played on D- or G-string. I think it is played on the G-string, but I 
can’t be sure (12d). What I can say with confidence is that bar 482 is played on the D-string, as a 
flageolet. A remarkable detail is the downward glissando in bar 484 in to the g. 
 
 
m.47 Damrosch Coda 
 
 
Stokowski starts the coda at a tempo of about 118, pushes forward in bars 449 and 450 and 
slows down to about 102 quite suddenly on the downbeat of bar 451, not in bars 453-454 as 
Blume suggests (12a). The horn solo starts more or less in this tempo, which is gradually 
increased to about 116, just before the top a-flat is reached in bar 469.  The swellings in the 
strings underneath the horn solo (crescendos in Blume’s suggestion 12b) are very clear. 
The phrasing of the horn solo (12c) is not in concurrence with Blume, but follows the score, with 
the exception of the interruption of the legato before the e in bar 472 (less of a comma than 
Damrosch’s recording but the same idea and same place). The fastest tempo of 124 is reached 
just before the top a-flat in bar 469. From there on a rallentando leads to a calm tempo op 94 at 
the beginning of the violin theme. I suspect that the violins play on the G-string until bar 482, 
not in concurrence with Blume, but it is not possible to say for sure given the lack of clarity in 
the recording (12d). A striking detail is the diminuendo in all strings, with tempo modification, 
instead of the crescendo in bar 484 (not in the examples) 
 

https://vimeo.com/441410743/1854ad610f
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m.48 Stokowski Coda 
 
Fiedler starts the coda at about 102, which, given his slow general tempo is relatively fast. He 
slows down in 451 and following to about 78 (12a). The horn solo starts more or less in this 
tempo. None of the suggested crescendos in the strings can be heard underneath the horn solo 
(12b). It is quite remarkable that Fiedler ignores the cres. ed un poco stringendo in the score 
until bar 465 (4 bars after it appears in the print). He reaches a tempo of about 104 just before 
reaching the forte at the top a-flat. Fiedler’s is the only recording concurrent with Blume in the 
phrasing of the horn solo in bar 474; the written c is indeed not part of the legato slur Brahms 
wrote. Fiedler’s horn player phrases before the e-flat in bar 459 (fifth full bar in examples 14 
and 15) and similarly in bar 463 before the e natural. As in all other recordings we can hear the 
absence of legato between f and e in 472. Finally, there is the same comma as in Damrosch’s 
recording before the downbeat of bar 469, where the top a-flat is reached. This phrasing as a 
whole is different from Blume’s suggestion, with the striking exception of the non-legato c in bar 
474, which provides the only fully concurrent version with Blume’s suggestion in this bar in all 
recordings. (12c). From bar 469 (the top a-flat) on we hear a rallentando that almost comes to a 
standstill in bar 476, before the violin tune is played in a very calm tempo of around 76-78. 
Again, it is difficult to say with certainty if bar 480 is being played on D- or G-string. I think it is 
played on the G-string (12d). It’s even possible that bars 482-484 are played on the G-string, 
given the veiled sound, but I can’t be sure. 
 
m.49 Fiedler Coda 
 
I will give my comments on the recordings of Busch, Abdendroth and Weingartner in a more 
compact style, now that all performance issues in the coda discussed by Blume, have been 
looked at in detail in the recordings of Damrosch, Stokowski and Fiedler. 
 
Busch slows down in the accented bars 451 and 452, not in the two bars after that as Blume 
suggests (12a). He pushes forward considerably in bar 449 and 450. This is a tempo modification 
Blume does not write about. The crescendos Blume writes about in the strings are barely 
noticeable (12b). The phrasing of the horn is concurrent with Blume for the first two legato slurs 
in the example (example 14). The third legato slur in bar 461-464 is in accordance with the 
score, not Blume. Abendroth saves his stringendo, like Fiedler, for bar 465-468. There is no 
comma before the downbeat of 469. As in all recordings, there is no legato between f and e in 
bar 472. In addition to this, the legato between the e and d in the next bar, bar 473 is also not 
being played. There is no concurrence with Blume’s suggestion to play the c in bar 474 separate 
(12c). It is not unlikely that the violins play the whole theme, from 477 on, on the G-string, but is 
not possible to say this with certainty given the quality of the recording (12d). 
 
m.50 Busch Coda 
 
Abendroth slows down in the accented bars 451 and 452, not in the two bars after that as 
Blume suggests (12a). He pushes forward considerably in bar 449 and 450 as did Busch. This is a 
tempo modification Blume does not write about. The crescendos Blume writes about in the 

https://vimeo.com/441411056/ee328cb7de
https://vimeo.com/441411318/e2a23fc47d
https://vimeo.com/441411660/95de1192de
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strings are barely noticeable (12b). The phrasing of the horn is concurrent with Blume for the 
first two legato slurs in the example (example 14). The third legato slur in bar 461-464 is in 
accordance with the score, not Blume. Abendroth saves his stringendo, like Fiedler, for bar 465-
468. There is no comma before the downbeat of 469. As in all recordings, there is no legato 
between f and e in bar 472. In addition to this, the legato between the e and d in the next bar, 
bar 473 is also not being played. There is no concurrence with Blume’s suggestion to play the c 
in bar 474 separate (12c). It is not unlikely that the violins play the whole theme, from 477 on, 
on the G-string (12d). 
 
m.51 Abendroth Coda 
 
Weingartner’s tempo modifications in the first 8 bars of the coda are similar to Busch’s and 
Abendroth’s, not concurrent with Blume. The crescendos Blume writes about in the strings, 
underneath the horn solo, are noticeable (12b). The phrasing of the horn solo is in full 
concurrence with the score, though one might also claim that the first 10 bars are in 
concurrence with Blume, because the interruptions of the legato lines are so delicate that none 
of them qualify as commas. The last c in bar 474, is played in legato, not in concurrence with 
Blume. This is the only recording in which the legato from f to e in bar 472, which is in both the 
score and in Blume’s suggestion is kept in place (12c). As with the other recordings, it is very 
difficult to say with certainty if the violins play on G- or D-string. It is not unlikely that the violins 
play the whole theme, from 477 on, on the G-string (12d).  
 
m.52 Weingartner Coda 
 
Conclusion 
 
All recordings slow down before the horn solo starts in bar 454. The tempo modifications 
however are complex; most recordings first accelerate before reaching the forte of bar 451.  
In all recordings this is where the slowing down before the start of the horn solo begins.  
The accents in trumpets, horn 3&4 and woodwinds, are used to achieve a natural slowing down, 
which is then followed to varying degrees by a slowing down in the trombones (plus clarinets 
and bassoons in the bars Blume writes about; 453 and 454). Weingartner makes a clear effort to 
keep the tempo from slowing down further after, presumably in order not to have a tempo that 
is uncomfortably slow at the start of the horn solo. Damrosch does allow for the tempo to slow 
down further in 453 and 454 and then takes a much faster tempo for the start of the horn solo. 
In my opinion slowing down in bars 453 and 454 as the continuation of an earlier slowing down, 
does not qualify as concurrent with Blume’s suggestion (12a). The crescendos in the strings 
underneath the horn solo are brought out most clearly by Stokowski and Weingartner. They 
apply the same crescendos to the f’s of bar 461-463, Blume does not write about those bars 
(12b). There is a wide variety of solutions for the phrasing of the horn solo, none of which are 
fully concurrent with Blume. There is one example of concurrence with his most obvious 
deviation from the score in the recording of Fiedler; in bar 474, the written c is not part of the 
legato slur in the score, but played separately, as Blume suggest. Another striking event is a 
separation of the legato slur between f and e in bar 472, in all of the recordings, but 

https://vimeo.com/441411985/4db3e85899
https://vimeo.com/441412250/3aa8746495
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Weingartner’s (12c). It is difficult to write with certainty about the last of Blume’s suggestions; 
the instruction for the first violins to play on the D-string from bar 480 onwards. My conclusion 
is that most if not all violin sections play on the G-string until bar 482. From 482 on there is 
probably a mix of solutions; D- and G-string. This is not concurrent with Blume (12d). 
 
None of the recordings bring out the crescendo in bars 481- 484 very clearly. One difficulty lies 
in the fact that in bar 485 there is an immediate instruction to again play crescendo; the first 
crescendo is indicated by a sign, the second with cresc. I can understand that a solution is 
required here; making a drop in the dynamic level in bar 284-285 to make space for a second 
wave is perfectly legitimate. In the recordings of Stokowski, Busch and Abendroth and to some 
extent Weingartner, the result is that the a# in the first violins in bar 483, in the middle of the 
crescendo, sounds like the goal note after which the crescendo is not continued, but rather 
changed into a diminuendo. In trying to understand why Brahms wrote a hairpin opening up in 
to a crescendo, we may attempt to interpret the first sign as directional, pushing the tempo 
forward rather than increasing the volume, and the second sign as dynamic, creating an 
increase of volume all the way up to the f (forte) of bar 493. The second hairpin (of bars 490-
493) in that version would again suggest pushing the tempo forward, this time on top of the 
ongoing crescendo.  None of the recordings are concurrent with that reading of the signs in the 
score. On the contrary, most recordings tend to take time, broadening the tempo in bars 481-
485.  
 
 

13 
 
Blume’s last suggestion for the first movement concerns a phrase in bar 502-503 in flute and 
oboe. It gives us a fascinating glance into the possible meaning of hairpins.  
Blume writes that in the crescendo part of the hairpin the tempo should move forward, in the 
decrescendo part backward. (Example 20) 
The idea that hairpins are not merely dynamic instructions but also suggest expressive 
intentions has been clearly established by such writers as David Hyun-Su Kim, who writes in his 
article The Brahmsian hairpin14: 

In Brahms’s milieu hairpins did not prescribe sounds, but rather described meanings. The difference 

between prescription and description is central, suggesting that in- stead of “growing louder/quieter,” 

hairpins are better understood as “becoming more/less.” The means by which “more/less” was realized by 

nineteenth- century musicians included many techniques beyond dynamics, most notably agogic inflection.  

What we find in Blume’s suggestion is an example of a hairpin with consequences for tempo 
modification. My conclusion is also that Blume does not consider this particular modification as 

 

14 David Hyun-Su Kim: The Brahmsian Hairpin, 19th-Century Music , Vol. 36, No. 1 (Summer 2012), pp. 46-57 
University of California Press 
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a self-evident consequence of the hairpin for his readers in 1933, otherwise he needn’t have 
pointed out the moving forward and backward. I see this as an encouragement to investigate a 
variety of tempo modifications in hairpins. 
 

Example 20 
 

 
 

In none of the recordings any trace of this suggestion by Blume can be found. In the Stokowski 
recording the crescendo is so effective that it suggests a forward movement that in terms of 
tempo measurement is not happening, other than as part of a general accelerando which he 
realizes from the start of the in tempo, sempre tranquillo in bar 497.  
 
m.53 Stokowski bar 497-507 
 
In all other recordings the phrase is played quite strictly in tempo, in vertical alignment with the 
steady pizzicato accompaniment. Walter Frisch in his book on the Four Brahms Symphonies15, 
writes about these same bars: 
 

Brahms adds a new element here: the flutes and oboes in mm. 502-5 play a modification 

of motive x (three-note-motif: J.L.) that alludes, as Brahms himself acknowledged, to one 

of the composer’s own songs in the same key, D-major. Es liebt sich so lieblich im Lenze! 

(‘Love is so lovely in spring”), op.71, no. 1 was composed in the same summer as the 

Second Symphony. There is directly shared melodic material in the upward melodic leap 

B-E at the words “die zärtlichsten.” And the harmonic progression, moving through the 

circle of fifths toward the tonic (B-E-A-D, or V/V-V-I), is common to both song and 

symphony. 
 

 
Frisch provides a music example, that I have copied, to demonstrate his point: 
 
 

 
15 Walter Frisch Brahms Brahms The four symphonies, Yale University Press p. 74 

https://vimeo.com/441412324/0eb5836bbb
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Example 21 

 
 
I am quoting him here, because I think this type of word association can inspire tempo 
modification. With this text in mind, one would accept neither a rigidly nor a hastily timed 
version of the melody. The question whether the accompaniment in the pizzicato strings should 
join in the modification as suggested, or whether one should accept a certain degree of un-
togetherness is not addressed by Blume, who only writes about the melody, not the 
accompaniment.  
 
 
Conclusions 
 
I think that this investigation demonstrates that many of the same performance issues that 
were addressed by Blume in his ‘Brahms in der Meininger Tradition’ are addressed by the 
players and conductors in the recordings discussed here. This in itself of course is not surprising. 
Though there is certainly some concurrence between the recordings and Blume’s suggestions, I 
think it is clear that none of the recordings are in full concurrence with his writings. 
Blume dedicated his work to Fritz Busch, whose recording does not concur with Blume’s writing 
more than any of the other conductors in this study. I have found that in all cases when a 
recording does show some concurrence with Blume’s suggestions, the immediate follow-up 
question becomes one of degree of concurrence. It is this domain, of judging and executing the 
degree of tempo modification, that Steinbach seems to have been of unsurpassed mastery.  
Christopher Dyment, in his book Conducting the Brahms Symphonies 16 quotes an important 
article attributed to Fuller Maitland, published in the Times, dated 16 April 1910. I leave aside 
for the moment his valuable discussion of the term ‘tempo rubato’ but instead focus on what he 
wrote about orchestral practice: 
 

A good deal of attention has been given of late to orchestral rubato, and conductors so 

diverse as Herr Nikisch and Mr. Sousa have acquired special fame in that line. But the 

Meiningen Orchestra under Herr Steinbach was ‘hors concours’; their Brahms playing, 

absolutely non-metronomic and absolutely unified, was a unique revelation (. . .) the very 

frequent lack of vividness in orchestral rhythm (. . .) strike(s) us much more strongly; a 

certain atmosphere of military discipline seems to hang over most of our bands. 

 
16 Conducting the Brahms Symphonies, p.156 
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Blume’s suggestions are often very detailed and precise but not about the degree to which he 
wishes his suggestions to be executed. I think it is highly likely that even in those cases where I 
think I have demonstrated concurrence between the recordings and Blume’s writings, in the 
ears of Fuller Maitland and perhaps Blume himself, the performances would put the conductors 
in the category of Nikisch and Sousa, rather than Steinbach. As a conductor this study prompts 
me to prepare my score in such a way that I will commit to specific orchestral tempo 
modifications, not as a special effect in some places, but as a rule for the whole Symphony. I will 
make a distinction between micro-modifications, often related to smaller and medium sized 
hairpins, not changing the basic tempo, but, in the true sense of tempo rubato, giving back later 
what was stolen first, and tempo modifications relating to longer stretches, pushing forward or 
relaxing the tempo. Ideas such as the interpretation of the hairpin signs in relation to the 
crescendo indication in the coda (raised in the conclusion regarding point 12d) also require 
experimentation in the laboratory setting of the orchestral rehearsals.  
 
Johannes Leertouwer 
Leiden, July 2020 


