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PROGRAM 

From Waltzes for Piano, Op. 39 (1865) 

(Nos. I, 2, 6, 7, 11, 5, 14 and 15) 

Brian Connelly, piano 

Violin Sonata No.1 in G Major, Op. 78 (1878-79) 

Vivace ma non troppo 

Adagio 

Allegro mo/to moderato 

Sergiu Luca, violin 

Brian Connelly, piano 

INTERMISSION 

Piano Trio No. 2 in C Major, Op. 87 (1880-82) 

Allegro 

Andante con moto 

Scherzo: Presto 

Finale: Allegro giocoso 

Sergiu Luca, violin 

Paul Katz, cello 

Brian Connelly, piano 

Johannes Brahms 

(1833-1897) 

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. 



PROGRAM NOTES 

Waltzes for Piano, Op. 39 . . Johannes Brahms 

In the decade of the 1860s Brahms began to turn increasingly to more popular 
musical forms , especially those of the dance. It is in this period that he produced not 
only the sixteen Waltzes for Piano, Op. 39 (originally written for piano four-hands), 
but also the ten Hungarian Dances and the Liebeslieder Waltzes, Op. 52, for piano 
duet and vocal obbligato. These works were greatly popular during Brahms' lifetime 
and would eventually become the primary source of Brahms' personal wealth. Indeed, 
the Liebeslieder Waltzes would become so popular that Brahms was persuaded to pro
duce a second set, the Neue Liebeslieder Waltzes, Op. 65. 

It is surely Brahms' love for his adopted city of Vienna that prompted the compo
sition of these waltzes of Op. 39. And when mentioning Vienna, one must again men
tion Schubert. At the time of the composition of Op. 39, the Waltzes and Landler of 
Schubert were quite popular, and readily available in versions for both piano solo 
and duet. Thus the form Brahms employs is also that of Schubert: a rounded binary 
form with both halves being repeated. However, within this rather bland form , Brahms 
is free to display a wealth of creativity, from the Hungarian rhythms of numbers four 
and fourteen, to the daring harmonic alterations of numbers eight and nine. In this 
sense, Brahms can be seen as using the waltz farm as a method for mastering complex 
rhythmic and harmonic procedures as well as foreshadowing ideas that would later be 
explored in the shorter piano pieces of the late period. 

Violin Sonata No.1 in G Major, Op. 78 . Johannes Brahms 

The first violin sonata, Op. 78, has often been referred to as "taking up where 
Beethoven left off with his last G major violin sonata." While there are several char
acteristics that link the piece to the works of Beethoven, much can also be said about 
its connection to the works of Franz Schubert. The most striking similarity is that 
Brahms based an entire movement on a melody from one of his songs. Schubert was 
rather fond of this practice (the "Death and the Maiden" Quartet in D minor and the 
"Wanderer" Fantasy in C Major are both famous examples) but this is the only time 
such complete verbatim borrowing is present in the music of Brahms. 

The melody that is used is taken from the song Regenlied, Op. 59, and forms the 
basis for the third movement as well as generating much of the material for the rest of 
the piece. The song opens with three repeated notes in the rhythm of a dotted quarter 
note followed by an eighth note and another quarter note. This rhythmic gesture be
comes a three-note motive which Malcolm MacDonald in his biography of Brahms 
describes as " .. . a 'little phrase' whose artlessness is of the kind that conceals art." 
This dotted-note figure is found in all three movements of the piece and serves many 
different functions. 

The first movement, marked Vivace ma non troppo, contains one lyrical gem after 
another. Here, the violin is treated to some of Brahms' most subtle writing, often play
ing exclusively on the weaker metrical beats, or playing in hemiola with the piano. 
The second movement is a placid Adagio that utilizes the three-note rhythmic gesture 
to usher in a new mood for the contrasting central march-like section. The aforemen
tioned third movement is in rondo form where the "Regenlied" melody (in a literal 
quote of both melody and accompaniment) forms the basis for the movement. Partic
ularly striking is Brahms' choice to set this last movement in the minor mode. This 
practice, while not without precedent (notably in the music of Haydn), is still an un
common one and casts the final movement in a darker light than one might expect. 



Piano Trio No. 2 in C Major, Op. 87 . . Johannes Brahms 

By the time Brahms had completed his second piano trio, Op. 87, nearly three 
decades had elapsed since he had published a work in that medium. The year 1854 
saw the publication of the first trio in B major, Op. 8, a work considered by the older 
Brahms to be immature. He would later make extensive revisions of the score to cor
rect what Clara Schumann referred to as its "Romantic absent-mindedness." Despite 
further attempts, this would remain his sole piano trio until 1882, due to his tendency 
to either suppress or destroy much of the work he felt unworthy of publication. 

The sketches for the C major trio were begun in June of 1880 along with an E-flat 
major trio that was later abandoned. It was not until 1882 that he would return to the 
piece completing it in June of that year. Brahms reveals an uncharacteristic pride 
when he mentions the work in a letter to his publisher, Simrock, that reads, "You have 
not so far had such a beautiful trio from me and very probably have not published one 
to match it in the last ten years." The pride in the work is well-deserved. It is a piece 
with both an extraordinary wealth of musical ideas and enormous economy in their 
presentation. 

The opening Allegro is a sonata movement of great invention utilizing three main 
theme groups and exerting great skill in sustaining the drama of the movement. Brahms 
devotes the majority of the development section to the first theme group, saving much 
of the development of the other themes for the recapitulation, thus adding to the move
ment's sense of contrast. The slow second movement is a subtle theme and variations in 
the key of A minor based on an almost folk-like theme first heard in the unison strings. 
Brahms turns to C minor for the scherzo which employs a tense repeated-note figure 
in the strings accompanied by arpeggios in the piano. In the trio, we see the lyric 
Brahms at his dreamiest, but true to form, before the music can become the slightest 
bit sentimental, the scherzo returns. The final movement, also cast in sonata form, is 
an energetic Allegro giocoso that employs a number of different themes. The move
ment closes with a lengthy coda (occupying nearly a quarter of the movement), that is 
highly symphonic in scope. 

- Notes by Robert Eljline 

UPCOMING BRAHMSFEST CONCERTS 

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. I 6. 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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