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Gabriel Engel, concert violinist, composer, musicolo
gist and rare book dealer, was born in Hungary 

in 1892, was raised and lived mainly in New York City, 
and died in Vermont in 1952. My personal acquaintance 
with him dates from 1942, and today I am both proud 
and happy to be the editor of Chord and Discord, the oc
casional journal (twenty-one issues to date) which Engel 
edited from its very first issue, in 1932, until his death. 
Chord and Discord was and is the magazine of The 
Bruckner Society of America, Inc., which was itself con
ceived in the mind of Gabriel Engel about 1930, while 
he was in Europe studying composition with Ernst 
Krenek. It was conceived as a society devoted to the 
propagation of the then highly unpopular (or at least 
unfamiliar) music of Bruckner and Mahler in America, 
and it has been carried forward continuously in that spirit. 

Gusta7) Mahler-Song SY7JJplJonist was not only "the 
first account of his life based on his collected letters," as 
Engel has mentioned in his original foreword. It was also 
the first Mahler biography in the English language, and 
it was companioned by the first Bruckner one as well, 
also by Mr. Engel. In those days, to conduct the sym
phonies of either composer on an American podium was 
such a hazardous undertaking that the conductors who 
persisted were awarded medals and citations by the 
Bruckner Society, as if for "valor beyond the call of 
duty." Today the only Bruckner and Mahler "heroes" 
are the conductors of orchestras in colleges and small 
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communities who r~gularly. put their young men and 
women th70ugh therr paces 10 what are still among the 
mos~ exactIng s~ores ever penned. For today almost every 
leadmg professIOnal orchestra, in America and throughout 
the world, has some Bruckn~r and/ or Mahler in its regu
lar repertory. The symphoOles are represented in the rec
ord catalogues by multiple recordings of each work. 
Leonard Bernstein has achieved the first complete re
corded ~ycle of "the basic Mahler nine" by a single con
ductor; 10 Europe Eugen Jochum has achieved the same 
!or Bruckner, and similar follow-up cycles are currently 
10 progress. 
" Th~ final rec~,gnition.of Bruc.lmer and Mahler by the 
pubhc-at-Iarge was tnggered 10 the early 1950S by the 

a.dvent. of the long-playing record. Then for the first 
tIme, .1Isteners and phonophiles were able to hear these 
~ag11lfic~nt structures without recourse to frustrating 
m~erruptIons and record-flipping every three or four 
mmutes, they :~ere able to get really close to them by 
frequent repetltlon under nearly ideal conditions, and 
they were able to trace out and study the entire evolution 
of each COI'~poser in i~s .over-all sweep. They were able 
to form theIr own 0plOlOns about the music instead of 
~cguiring them at second hand from rando~ comments 
l~ books on orchest~ation,. or from often superficial re
VI~WS by the ch~?11l.call'y pded musical pundits of the 
dally press . . FamllIanzatIon by recording brought a de
mand for lIve performances, thus reversing the more 
familiar sequence of the past. 

Not every enthusiast liked both composers, or liked 
them eq~ally, of course. Added f~miliarity brought in
deed an IOcreased awareness of theIr fundamental differ
ences. Some fe\:, listeners still feel deeply attuned to 
Bruckner but allen to Mahler, or vice versa· but most 
special admirers can ~t least sense the underlying grandeur 

and strength of both. Gabriel Engel was one of 
could respond and write with equal conviction 
composers from the start, and so he became 
pioneer of Bruckner-Mahler musicology in Ar 

The present status of Mahler in particu 
roughly dates from his centenary year of 1 S 
of one of the most widely heard and discu 
symphonists, the discussions frequently embrae 
thing from philosophical argument to the m 
comparisons of different performances by 
conductors, and singers. It is a status which, fo 
of reasons connected with the present natur 
and civilization, I believe will continue for a I, 
or a~ least for as long as our threatened civili; 
contmues. 

It might reasonably be said, in fact, that 
increased knowledge of his music has now far 
knowledge of his life. It is not very difficult 
the specific holes in Engel's depiction of Mah 
a few of them could only be described today 
We know, for example, that Das klagende Li 
in its original version, an opera. We know a 
First Symphony was originally presented in 
ments, not four, the Third Symphony in six 
not seven, and that the Fifth Symphony is no 
was "a work in the classically sanctioned 
ments." But Engel's general discussion of the 
~usi~all~nguage in Chapter VI is precise, per 
lllummatmg. And the bIOgraphical material 
garnered from the 1924 Gustav Mahler Brief 
page collection of letters and footnotes whicl 
published in complete English translation aft 
years) is converted into a spontaneous and fl 
of narrative that carries us smoothly throu! 
Promethean career. 
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and strength of both. Gabriel Engel was one of those who 
could respond and write with equal conviction about both 
composers from the start, and so he became the chief 
pioneer of Bruckner-Mahler musicology in America. 

The present status of Mahler in particular, which 
roughly dates from his centenary year of 1960, is that 
of one of the most widely heard and discussed of all 
symphonists, the discussions frequently embracing every
thing from philosophical argument to the most minute 
comparisons of different performances by orchestras, 
conductors, and singers. It is a status which, for a number 
of reasons connected with the present nature of music 
and civilization, I believe will continue for a long time
or a~ least for as long as our threatened civilization itself 
contlllues. 

It might reasonably be said, in fact, that our greatly 
increased knowledge of his music has now far outrun our 
knowledge of his life. It is not very difficult to discover 
the specific holes in Engel's depiction of Mahler's works; 
a few of them could only be described today as gaping. 
We know, for example, that Das klagende Lied was not, 
in its original version, an opera. \lVe know also that the 
First Symphony was originally presented in five move
ments, not four, the Third Symphony in six movements, 
not seven, and that the Fifth Symphony is not and never 
was "a work in the classically sanctioned four move
ments." But Engel's general discussion of the composer's 
musical language in Chapter VI is precise, perceptive and 
illuminating. And the biographical material judiciously 
garnered from the 1924 Gustav Mahler Briefe (the 494
page collection of letters and footnotes which is still un
published in complete English translation after forty-six 
years) is converted into a spontaneous and flowing kind 
of narrative that carries us smoothly through Mahler's 
Promethean career. 



The writer also has a delightfully off-the-cuff sense of 
humor, sometimes neither telegraphed nor explained, as 
when he punningly refers to one of ;VIahler's typical ad
versaries, the gross but inordinately influential "Mr. 
Goldberg" of the Leipzig opera-theatre (actually the 
chief stage-manager there), as the "power behind the 
scenes." The young composer, it is explained, had just 
then completed his First Symphony to the serious det
riment of his duties at the theatre, since he had not yet 
mastered the device of relegating his major compositional 
work to the summer months. Here Engel contrasts the 
creative "spring in his heart" with the "wintry scowls on 
the face of Director Staegemann" as if he were indeed 
narrating something that happened yesterday-vvhich, in 
relativistic terms, is exactly what it is. Mahler is as alive 
in our imaginations as his music, when evoked by some
one to whom both the music and the spirit behind it are 
living entities. 

I know that I, for one, will always be able to see 
Mahler quite vividly, along the general lines first sketched 
out for me in this small book. And just as the music takes 
on added color and meaning from day to day, so do these 
pages when returned to with an e,oer-fresh perspective. 
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