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THE COMPLETE SONATAS FOR CELLO AND PIANO 

BY LUDWIG VAN BEETHOVEN (1770-1827) 

Sonata in F Major, Op. 5 No.1 (1796) 

Adagio sostenuto; Allegro 

Rondo: Allegro vivace 

Sonata in G minor, Op. 5 No.2 (1796) 

Adagio sostenuto e espressivo; Allegro molto piu tosto presto 

Rondo: Allegro 

INTERMISSION 

Sonata inA Major, Op. 69 (1807-08) 

Allegro ma non tanto 
Scherzo: Allegro molto 
Adagio cantabile; Allegro vivace 

INTERMISSION 

Sonata in C Major, Op.l 02 No.1 (1815) 

Andante; Allegro vivace 
Adagio; Allegro vivace 

Sonata in D Major, Op.102 No.2 (1815) 

Allegro con brio 
Adagio con molto sentimento d 'affetto 
Allegro fugato 

In consideration of the performers and members of the audience, please check 
audible paging devices with the ushers and silence audible timepieces. 

The taking of photographs and the use of recording equipment are prohibited. 
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PROGRAM NOTES 

Any cyclic adventure with a body of works by Beethoven, whether they are the 
symphonies, piano sonatas, string quartets, or cello sonatas, invites the listener 
into an encounter with a three-dimensional view of the composer, the man and 
his spirit. We also see how his views evolve about the cello/piano medium from 
a light, casual relationship to one of great spiritual depth. 

The title page of Op. 5 reflects the way Beethoven felt about this relationship, 
reading "Sonata for pianoforte or harpsichord with violoncello obbligato." The 
dedication to cellist Frederick William II of Prussia is perhaps responsible for the 
overt galant style of these works, ideally designed for complementary dialogue 
between the two protagonists. Both sonatas begin with an extended slow intro
duction, and as they proceed to the allegro one notices the generous repetition of 
entire phrases that invite the listener to more casual contact with the material. 
These sonatas conclude with very entertaining and lively rondos. 

The A Major Sonata stands as one of the mature statements of the middle 
period. Here we see the composer redefining the medium as one of equals, and 
although the first movement has whole phrase repetitions similar to Op. 5, the 
nature of the dovetailing of material allows us to hear it as entirely new each time. 
In the manuscript of the first movement we see the almost Mozartean ease with 
which Beethoven set down his ideas. With the abrupt change in the development 
and with so many revisions, it is difficult to decipher what he ultimately desired. 
The scherzo, a wonderfully off-beat dialogue in A minor, eventually ushers in a 
broad-lined trio in A major. The last movement begins with what might have 
been an extensive slow movement. But with the repetition of the first phrase, the 
cellist seems to decide to discontinue the singing and move directly to the bril
liant finale. 

In the final opus of the evening we find the medium and the composer trans-
formed. By 1815 the piano had grown in size and power from the more delicate 
Viennese model of 1796, and the cello had clearly changed from an ensemble 
instrument into one with great soloistic possibilities (note the cello's leadership 
role in Beethoven's virtuoso Triple Concerto). The composer was also closely 
reexamining how these two "new" instrumental personae would interact. The 
phrases and ideas are much more compact and distilled, saying more with less. 
The C Major Sonata, in its short duration, moves through an elaborate emotional 
journey, transcending Beethoven's normal structural restraint from the earlier 
periods. The moods alter in a wandering way from the teneramente to the driven 
A minor; from the dark and rich singing to the bright C major dancing. The D 
Major Sonata, on the other hand, shows the monumental personality of the late 
period style. The compressed structure of the first movement is reminiscent of 
the F minor String Quartet ( Op. 9 5), and the sixteenth-note figuration is the same 
as the B-jlat Quartet (Op. 130). The spiritual slow movement is followed by a 
fitting conclusion: the wondrous fugato finale, a form with which Beethoven was 
obsessed in the late period. 



BIOGRAPHIES 

Founded in 1971, the FISCHER DUO has delighted audiences with concerts 
exploring the rich repertoire for cello and piano. The Washington Post des
cribed the Fischer Duos all-French programming as ''intense and totally com
mitted, with a solid understanding of the subtleties of the French style"; the New 
York Times commented on "a real sense of dialogue in the duo's ensemble" as well 
as "a salon-like intimacy and warmth"; and the Boston Globe heralded Norman 
Fischer's "boldly imaginative and technically assured skills" and Jeanne Kierman 
as "equally impressive" and called the duo's playing of the Elliott Carter sonata 
"a strongly characterized performance." In addition to featuring works by the 
masters, the Fischer Duo has become known for the thematic approach to pro
gramming, i.e., all three Brahms sonatas, all-French, and all-American music. 
They have also uncovered interesting pieces by composers such as Franz Liszt, 
Victor Herbert, Nadia Boulanger, and Georges Auric and are commissioning new 
works by composers George Rochberg, Augusta Read Thomas, Robert Sirota, 
David Stock, and Richard Lavenda. Their compact disc of French masters on 
the Northeastern label (NR 238 CD) has received rave reviews. 

NORMAN FISCHER is one of this country's foremost exponents of the cello. 
After completing instrumental study with Richard Kapuscinski, Claus Adam, 
and Bernard Greenhouse, he first graced the international concert stage as cel
list with the Concord String Quartet, a group that won the Naumburg Chamber 
Music Award, an Emmy, and several Grammy nominations, recorded over 40 
works on RCA Red Seal, Vox, Nonesuch, Turnabout, and CRI, and premiered 
over 70 compositions. In addition to performing the major concerti, Mr. Fischer 
has premiered and recorded several new scores for cello and orchestra. His cham
ber music expertise has led to guest appearances with the Juilliard, Cleveland, 
Emerson, and Audubon String Quartets, the Santa Fe Chamber Music Festival, 
and Da Camera of Houston. He is also a member of the Concord Trio and En
semble Pierrot. A devoted teacher and mentor to younger players, Mr. Fischer 
taught at Dartmouth College and the Oberlin Conservatory before accepting the 
position of Professor of Violoncello at The Shepherd School of Music. During 
the summer he is a faculty member of the Tanglewood Music Center and Musi
corda. 

JEANNE KIERMAN is a leading advocate of the piano as a collaborative 
instrument. A graduate of the Oberlin Conservatory, the Dalcroze School, and 
the New England Conservatory, she studied with master pianists Miles Mauney, 
William Masse/as, Victor Rosenbaum, and Menahem Pressler. Ms. Kierman is 
equally adroit as a collaborator with voice or instrument and is in great demand 
as a recital partner. For ten years she was the pianist with the New England-based 
Alcott Ensemble, performing a broad range of chamber music and developing a 
virtuosity she frequently demonstrates, both on stage as resident and guest artist 
with various ensembles (including Ensemble Pierrot and the Concord Trio) and 
in the studio with her students. She has made a specialty of George Rochberg's 
solo piano music and has played several all-Rochberg recitals in the US. and 
Africa. Formerly on the faculty of the Oberlin Conservatory, Ms. Kierman is 
now Artist Teacher of Piano at The Shepherd School of Music. 


