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PROGRAM 

Violin Sonata No. 2 in A Major, 
Op. JOO (1886) 

Allegro amabile 

Andante tranquillo; Vivace 
Allegretto grazioso (quasi Andante) 

Kenneth Goldsmith, violin 
Jo Anne Ritacca, piano 

Johannes Brahms 

(1833-1897) 

Cello Sonata No. I in E minor, Op. 38 (1862-5) 

Allegro non troppo 
Allegretto quasi Menuetto 
Allegro 

The Fischer Duo 

Norman Fischer, cello 
Jeanne Kierman, piano 

INTERMISSION 

Piano Quartet No. I in G minor, Op. 25 (1861) 

Allegro 

Intermezzo: Allegro ma non troppo 

Andante con moto 
Rondo al/a Zingarese: Presto 

Kathleen Winkler, violin 
Wayne Brooks, viola 

Paul Katz, cello 
Brian Connelly, piano 

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 use of recording equipment are prohibited. 
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PROGRAM NOTES 

Violin Sonata No. 2 in A Major, Op. 100 . . Johannes Brahms 

In the summer of 1886, Brahms was on holiday in Thun, Switzerland. 
As was his custom, he was busy composing new works, and they include 
four magnificent chamber works: a cello sonata, a piano trio, and two 
violin sonatas. One of the violin sonatas is the gorgeous A major, which 
is on tonight's program. 

Brahms was no stranger to the violin-piano combination. He had al
ready published one such sonata, Op. 78 in G major, and composed indi
vidual movements, as well as complete works that were discarded. Like its 
predecessor, the A major sonata breathes the air of the song. Not only 
does the violin approach the lyricism of the voice, but the second theme of 
the.first movement even quotes a song, Brahms' Wie Melodien zieht es, 
composed the same summer. The other violin sonata that he was working 
on, what would become Op.108, is somewhat different, with its flashes of 
virtuosity and passion. Nonetheless, Brahms treats the violin in all three 
sonatas as a lyrical instrument. One need only compare this to the more 
angular treatment of another string instrument, the cello, in his F major 
cello sonata, also composed that fruitful summer. 

Like Op. 78 but unlike Op.108, the A major has three movements. For
mally the second movement is interesting because it combines the impulses 
of two types of interior movements, the slow movement and the dance move
ment. Here the slower and faster sections appear in alternation. The use of 
sonata form for the first movement and rondo for the lighter last move
ment is quite typical for this kind of chamber piece. The first movement 
opens with a gracious theme that is striking. On the one hand it seems very 
simple and natural, with a flavor reminiscent of a hymn or folk tune. On 
the other hand, the apparent simplicity is colored by the asymmetrical 
length of the theme, which is five bars instead of the more usual four. 
Immediately this provides momentum that propels the piece forward. We 
soon hear rhythmic complexity, created mostly through one of Brahms' 
favorite devices, the hemiola. While this has several possible forms, in this 
movement it usually means that two measures of 3/4 meter are made to 
sound like one double-measure of 3/2. Technicalities aside, hemiola gives 
a wonderful flexibility to the flow of the music. 

In the second movement there are three pairs of alternating tempos. 
The melody of the faster music is a variant on that of the slower. In anoth
er interesting feature of the movement, Brahms gives us two key-centers 
yet tries to blur the distinctiveness of each. He also provides variety among 
the three large sections through imaginative writing. In the second, for 
example, the skeletal version of the melody is given pizzicato against stac
cato chords in the piano; and in the third, the higher register and thick 
piano chords help create a satisfying culmination. As for the finale, the 
rich sounds of the violin on its G string set the tone for a luscious musical 
experience. 

- Note by Marcia J Citron 



Cello Sonata No.1 in E minor, Op. 38 . . Johannes Brahms 

Brahms' Sonata in E minor, Op. 38 No.1 is the first of two sonatas for 
piano and cello, and the first of seven sonatas for piano and a solo instru
ment. It was begun in 1862 during Brahms' stay in the mountain village of 
Bad Munster am Stein-Ebernburg, where he wrote the first two movements 
and an Adagio movement which was later dropped. After the existing fi
nale was added in 1865, Brahms dedicated the completed sonata to his 
friend Josef Gansbacher, an amateur cellist and professor at the Singing 
Akademie in Vienna. It was not performed until 1871, however, and it was 
not until a much later performance that Brahms was inspired to start work 
on the F major sonata. 

The deep sonorities and the haunting melodies of the Allegro non troppo 
create a mood throughout the movement that is melancholic and sometimes 
wistful. The opening theme is a beautiful melody which rises from the depths 
of the cello's low E, soars for a few moments, then wanders its way back 
down the G and C strings to give way to the piano entrance. Although 
frequent use of the cello's lower registers gives a lovely dark, rich feeling 
to the music, the cello's sound cuts through the piano's only with much 
difficulty. Constant imitation between the cello and piano add a layer of 
complexity to the double counterpoint in this movement. 

Brahms uses chromaticism to charm in the Allegretto quasi Minuetto. 
Chromatic melodies in F-sharp minor and A major sweep through the cello 
line, creating appropriately edgy dissonances on the strong beats of the 
measure. Sighing figures played three times in succession make up the 
only asymmetrical phrases in the entire piece. 

Brahms learned from his friend Gustav Nottebohm, the editor of the 
Beethoven sketchbooks, that before his death Beethoven had laid out the 
plans for a sonata for cello and piano in E minor with a fugato finale. Due 
to this, the fugal Allegro of this sonata is often thought to be a tribute to 
Beethoven. Styled after Contrapunctus VIII from Bach's The Art of Fugue, 
it is a contrapuntal masterpiece. The four-bar subject is stated in the piano, 
with the reply from the cello in the dominant. It is played for the third and 
final time in the right hand of the piano. The high point of the fugue comes 
shortly before the coda, when the piano's right hand answers in tonic the 
dominant question of the left hand. Brahms goes on to have all three fugue 
voices playing versions of the theme simultaneously, leading into a brief 
Piu Presto, which drives recklessly through previous motives straight into 
the final chord of the piece. 

Brahms' brilliance is evident in his ability to blend and contrast the two 
instruments. The sonata in E minor showcases fairly equally the abilities 
of both cello and piano. This work is a prime example of the genius of the 
young Brahms. 

- Note by Katherine Schultz 
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Piano Quartet No.1 in G minor, Op. 25 . . Johannes Brahms 

In the chamber-music literature, the great piano quartets are few. From 
Mozart's two exemplars we go to Schumann's E-flat, the three by Brahms, 
and possibly the two by Faure. Tonight we hear one of the Brahms, the 
magnificent Op. 25. More than his other two, which were also begun in the 
1850s, the G minor shows the recklessness of a young composer: an exu
berance that spills over in a wealth of musical ideas to a degree not seen 
in Brahms' maturity. As a result, many consider the work excessive and 
unwieldy, and these include champions of the composer such as Eduard 
Hanslick and Joseph Joachim. For others, however, this undisciplined 
quality is one of its glories. In our century, Arnold Schoenberg paid hom
age to Op. 25 through an arrangement for orchestra. Asked why he chose 
Op. 25, Schoenberg gave three reasons: he likes the piece, it is seldom 
played, and he wants an alternative to the ove-rpowering presence of the 
piano when the quartet is performed well. His version,from 1937, under
scores the symphonic character of the original. 

Op. 2 5 is grand, passionate, and virtuosic, and Brahms apparently had 
professional concerns in mind when he wrote it. In November 1862 he made 
his debut in Vienna as pianist and composer with the G minor Quartet. 
While Schoenberg's statement may exaggerate, the piano writing in Op. 25 
is big and often dominant . The piece is rather long, the pacing leisurely 
and luxuriant. As in many a Brahms work, one hears traces of Schumann, 
Beethoven, Bach, and even Schubert (in the first movement). Contrapun
tal logic and Romantic lyricism produce a rich blend. The standard four
movement plan is present, but the nature and combination of the movements 
are individual. Above all, this is an exciting work to play and to experience 
at a live concert. 

English critic Donald Francis Tovey called the first movement "one of 
the most original and impressive tragic compositions since the first move
ment of Beethoven's Ninth ." The stark theme at the beginning; in bare 
octaves, sets the tone. It also confers an air of tonal uncertainty that will 
linger over the entire movement. Soon a transition moves us to the domi
nant key area, a lengthy section that offers four themes - an imbalance 
that engendered much criticism. The development section is Brahmsian in 
its emphasis on imitation and hint of metric dislocation. After a straight
forward recapitulation, the movement comes to a quiet close. 

The second movement, whose title was changed from Scherzo to Inter
mezzo at Clara Schumann's behest, is haunting and evocative. It begins 
with strings only and has the violin, with mute, intone an unusual melody 
over an insistent cello. Soon the piano enters with a complementary idea 
- a relationship taken over from the first movement. In the middle section 
("Trio'') contrast results from the ascending melodic line, major key, and 
lighter mood. At the end of the movement a hint of this scurrying music 
returns, now in the tonic key. 

The third movement is the only one in a major key. Its sound is solid 
and regular, and it recalls Baroque chorale settings. The middle section 
offers real change. Here_ we get dotted rhythms that suggest a martial style. 



The return to the opening theme eventually settles in to the tonic . As the 
melody continues, the piano has a gorgeous solo that shows off its rich 
middle register. A coda brings the movement to rest. 

And now the icing on the cake: the wild and crazy finale I Marked 
Rondo alla Zingarese (rondo in the gypsy style), the movement takes its cue 
from the general interest in ethnic styles at the time. More specifically, 
Brahms may have been influenced by Hungarian violinist Eduard Remenyi, 
with whom he toured in the early 1850s, and the Hungarian refugees who 
streamed through Hamburg, Brahms' birthplace, on their way to America . 
In any case, the finale teems with life. Constructed more as dance music 
than typical rondo, it features a string of repeating strains. Its folk idiom 
comes out in asymmetrical phrases and modal harmonies. After a process 
of fragmentation, the movement regains strength for an accelerated re
prise of the opening that forms an exciting close. 

- Note by Marcia J. Citron 

UPCOMING BRAHMSFEST CONCERTS 

Tuesday, October 28, 8:00 p.m. Shepherd Singers and members of the 
voice faculty: Joyce Farwell, mezzo-soprano; Andrea Jaber, mezzo-soprano; 
William Murray, baritone; and Thomas Jaber, conductor and pianist 
PROGRAM: Brahms - Zigeunerlieder, Op. 103; and selected part songs, 
duets, and lieder. Duncan Recital Hall. Free admission. 

Wednesday, October 29, 8:00 p.m. Sergiu Luca, violin; Brian Connelly, 
piano; and Paul Katz, cello PROGRAM: Brahms - Violin Sonata No. 1 in 
G Major, Op. 78; waltzes for piano from Op. 39; and Piano Trio No. 2 in 
C Major, Op. 87. Duncan Recital Hall. Free admission. 

Sunday, November 2, 8:00 p. m. - SHEPHERD SCHOOL CHAMBER ORCHESTRA 

Larry Rachleff, conductor Scott O'Neil, guest conductor 
PROGRAM: Phillip Ratliff- The Howling Infinite (Premiere); Beethoven -
Piano Concerto No. 4 in G Major, Op. 58 (Akiko Konishi, soloist); and 
Brahms - Serenade No. 2 in A Major, Op. 16. 
Stude Concert Hall. Free Admission. 

Wednesday, November 19, 8:00 p.m. Desmond Hoebig, cello; and 
Rodney Waters, piano PROGRAM: Brahms - Sonata No. 1 in E minor, 
Op. 38; Schubert - Sonata in A minor, D. 821 "Arpeggione"; and Brahms -
Sonata No. 2 in F Major, Op. 99. Duncan Recital Hall. Free admission . 
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