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Brahms CONCERTO IN D, Op. 77

Henryk Szeryng, Violinist

London Symphony Orchestra - Pierre Monteux, Conducting

Of the four concertes of Brahus, the two for piano and
the “double™ for violin and cello with orchestra have ane
point in common: esch is & complete unit including a
cadenza provided by the composer.

Bat the latitude Rrahms permitted the violinist in writing
his awn tells us something of his attitude toward the in.
strument and the work he wrote for it. Among his early
experiences as & “working musicien,” before setiling into
s careet as & compaser, was a parinership with the violinist
Eduard Reményi (an exotic-sounding name the part-
German, part-Hungarian performer preferred to his heredi.
tary one, Hofimann). Brief though this sssociation was,
ithad two important consequences: one was an indoctrins-
tion in the friskas and czardases Reményi-Hoffmann played
0 well, leading to s whole category of music by Brahms
in which the Hungarian idiom predominated (from the
Hangarian Dances of 1858 to the Zigeunerlioder of 1888) ;
the other was n meoting with Joseph Joachim, a fellow-
student of Reményi's at the Vienna Conservatory.

Prophetically, this mesting took place only days after
Jouchim, aged twenty-two and alresdy concertmaster of
Lisat's orchestra in Weimar, had taken a long step toward
his later distinction as a solvist by tsking part in the
Featival of the Lower Rhine, that year (1853) held in
Ditmseldorf, ﬂ!-mih#s;ul-lhﬂmﬂhnnmw
anrte, By s s il
and productive of “French frenzy, Italian fanaticism in &
German audicnce™ according to 8 contemporary reporl.
Joschim, at home in Hanover, was still fresh from this
experience which meant so much to his later life, when
Reményi called on him while passing through, bringing
along his twenty.yenr-old “‘aceompanist.”

1f the hand of Fate guided Brshms to Reményi, it must
hhave beos the hand of God that brought them, together, to
Joachim. For it was not many hours before Joachim
became aware of Brahms' true vocation, and was spread-
ing his name to the famous men of the time with whom he
wes acqusinted: Lisst first, then the Schumanns, with
the historie consequences so well knows,

If the contact with Reményi inculeated one sort of
violin pleying in Brahms' mind, then the sssociation with
Joschim broadened and deepened his conception of what
the instrument could do in the hands of a man whase
personal powers crested & violin literature based on the
solo sonatas of Bach and the Becthoven concerto. I, in
the end, he left the creation of a cadensa to Joachim (and,
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inferentially, to any later man of courage) , he was making
specific what is inferentinl throughout the work—that the
violin cannot be successfully fettered, that it must be al-
lowed 1o soar and rhapsodize if its true nature is to be
renlized.

Allegra non troppo. Thers are few works of Brahms in
which lia many-sided qualitiés & & sompaser e a0 fully
represented as in the violin concerto. It begins with the
wonderfully promising introduction by the orchestra in
which, literally before we realize it, most of the principsl
thematic ideas have been exposed. For what follows the
opening ) major passage in the strings is the oboe sound-
Lag the socond thome (C major) and then the abropt
chords of which so mch is made subsequently. 1t s culy
in retrospect that this seemingly uninterrupted line of
thought is recognizable, really, as & smooth jointure of
several independent idess. When the violin enters with
its impassioned cutburst, as though impatient for having
had to wait its turn so long, it is with & four-octave thrust
that announces, in so many noles, that this is a different
instrument than the onc for which Beethaven wrote his
eloquent but technically restricted work. The ertifices of
Paganini muy seem a long way from the sesthetic of
Brahmn, but even without the celebrated Fariations on o
Theme by Paganini for piano we would know from this
concerto that he was keenly aware of the Italian's con-
tribution to the resourres of the instrument. How Brahms
utilizes these resources to exploit the disparity of means
between soloist and ensemble, then to reconcile their dif-
ferences in an cnnobling statement of the apening theme
after the cadenza, is part of the give and tske which makes
this movement the special kind of experience it is.

Adagio. What this movement might have been like with.
out the composer's rigorous sense of selfcriticism ane
hesitates 1o think, for he tried several combinations (ia-
cluding  scherso before the fnale) that left him dissatis-
fied. Tn the end, he settled upon what now ssems the oaly,
inevitable procedure:  prolongation of the “post-cadenza”
mood of the first movement, in which the violin moves
through a self-powered arbit sround the theme pronounced
by the oboe, expanding, expounding, even exhorting the
orchestra to follow.

Allegro gincosa, ma non troppo wivace. 1 thought and

emotion dominate the first two movements, & spirit of
play is paramount in the third. Tt is o kind of holiday for
strings in which they all participate s equals, with the
game of follow-the-leader initistsd by the soleist but ended
by the ensemble. Formally. it is a rondo, rather terse for
much of its length but evolving a concluding section
(cods) in which the material passes in mview, newly
transformed. Through it all courses the Hungarian dash
and fire, the sense of abandon and release which Brahms
learned st the source.

Notes by Invinc Kovomw
For more than & hundred years (dating back to the later
18505 when Henri Wicniawski took his plsce among the
instrumental elit=}, s school of Polish violinists has
marched in srtistry side by side with the many fine
pianists produced in that oft-partitioned land. In recent
times Bronislaw Hubermann and Psul Kochanski have
kept alive s tradition whose presest-duy inheritor is
Masicyk Sisryng. The consection, indsed, & mars than
verbal, Tor It wis Halmrmuns's advion, whon %o Taurd
Steryng s & child in 1928, which led to studies in Berlin
with Carl Flesch. In wrn came the influesce of Nadia
Boulanger in Paris st & time when Saeryng thought of
«composition as & career.

A recent concert in London during whick Sseryng sp-
ypeared with the visiting Nationsl Orchestra of Mexico in
a vielln consirta by Mumusl Pance (compees of the
world-famous Estreilita) might suggest an odd inclination
for a man celebrated for his playing of the classics of the
literature. Actually it is & root part of Sreryng's present
igrowth, for at the war's end he became & citizen of Mexico,
s & conscquence of much activity in Caribbesn-ares
tevop camps. While winning & “Grand Prix du Disques™
for his recording of unaccampanied Bach in 1955, Sscryng
has kept alive an interest in contemparary matters as an
interpreter of Khachaturian and Prokofeff.
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