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The Broadway Symphony and the Seattle Chamber Singers
George Shangrow, conductor

present

JOHANNES BRAHMS FESTIVAL
1983

October 29, 8:00 p.m.
October 30, 3:00 p.m.

Scottish Rite Temple
The Tragic Overture, Op. 81
Ein Deutsches Requiem, Op. 64

Carol Sams, soprano
Eugene Lysinger, baritone
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November 19, 8:00 p.m.
November 20, 3:00 p.m.

Kane Hall, UW Campus
Academic Festival Overture, Op. 80

Concerto for Piano and Orchestra
in B-flat Major, Op. 83
Allegro non troppo
Allegro appassionato
Andante

Allegretto graziso
Clive Swansborne, piano

— Intermission —

Symphony No. 1 in C-minor, Op. 68
Un poco sostenuto: Allegro
Andante sostenuto
Un poco allegretto e grazioso
Adagio; allegro non troppo
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PROGRAM NOTES
by Gary Fladmoe

Johannes Brahms — Tragic Overture, Op. 81

The “tragedy” which inspired the titling of this con-
cert overture Tragic Overture has given music buffs much
room for speculation over the years since its composition.
Brahms certainly gave no indication of any particular
tragedy. Thus, its origins remain to this day a matter of
speculation.

Formally, the work divides into two major sections.
The opening is forceful, beginning with two accented
chords. The chords introduce the first subject or theme
which is developed with passion suggesting arrival at a
point of dejection. The mood changes as the trombones
introduce a sense of comfort.

The beautiful second theme appears in the strings. If
a program is suggested at all by the music, it might
indicate at this point that the tragedy has been
recognized and accepted by the sufferer, and the internal
tension has been resolved.

The opening is recapitulated, and the threads of
tragedy recur in a section reminiscent of a funeral march.
The tragic lines work themselves out in the coda, result-
ing in a decisive finish.

Tragic Owerture is frequently heard in pairing with
Brahms’ Academic Festival Overture, a work to be heard
later this season. It is a microcosm of Brahms’ orchestral
style, rich in rhythmic complexity, emotional impact,
and craftsmanship.

Johannes Brahms — A German Requiem, Op. 64

“Never had the cathedral been so full, never had the
enthusiasm been so great. The effect ...was simply
overwhelming and it at once became clear to the audi-
ence that A German Requiem ranked among the loftiest
music ever given to the world.” Such was the description
written by Albert Dietrich of the first performance of this
major choral work in 1868. It is interesting to note that it
is A German Requiem which stands as the first major
success of Brahms' compositional career, but it was not
until the 1868 performance, the first in which the work
was performed nearly in its entirety, that Brahms’ reputa-
tion was secured. '

The deaths of Robert Schumann in 1856 and of
Brahms’ mother in 1865 had a profound effect on
Brahms. They were two people who were extremely close
to the composer, and Brahms seemed to seek to im-
mortalize their memories and capture the triumph of life
over death through his music.

The work derived its name from the fact that Brahms
adapted a text in German from the Lutheran Bible rather
than utilizing the traditional Latin text for the requiem
mass. Brahms' version of the requiem is in seven sec-
tions, the divisions arising from the changes in the text.

Walter Niemann, utilizing the lines of the text,
summarized it as follows:

Blessed are they who mourn, for they shall be comforted. It
is true that all flesh is as green and all the glory of man like
the flower of grass; it is true that every man must one day
die. But death is not an eternal annihilation; the re-
deemed of the Lord shall obtain everlasting joy and glad-
ness, and sorrow and sighing shall flee away. And, there-
fore, we say in the end: Blessed are the dead who die in the

Lord from this time on. For death leads us into a better life;

those who lead a God-fearing and upright life on earth,

shall see their dear ones again in heaven, and rest from
their care and labor, for their works will follow them.

As the text might suggest, the music is by no means
despairing. Rather it addresses itself to the elements of
hope, challenge, defiance, and finally, gentle resigna-
tion.

In the first section, the chorus sings a dialogue with
the orchestra. The mood is one of peaceful serenity
rather than grieving for the dead. The pulse of the
timpani underlies an ever-increasing emotional intensity
in the second section. The baritone soloist and the
chorus set a mood of strength and optimism through the
third section. Longing, pity, contemplation and solace
intertwine in sections four and five, especially in the
extremely beautiful fifth section, featuring the soprano
and the chorus.

The sixth section explores the mystery of death and
gives way to a feeling of the triumph of life over death
and the peace of mind that the feeling can bring.

The musical style is thoroughly Brahmsian, and yet
there is a restraint and grace about A German Requiem
which sets apart from the somewhat earthier traits that
pervade so much of Brahms' music. He obviously
believed life to be for the living, and the evidence
suggests that Brahms certainly lived his own life to the
fullest. However, it is in his first major work to provide
him with success as a composer that he displays a rever-
ence for the dead.

The honor that Brahms would pay Robert Schumann
through A German Requiem was probably a small indica-
tion of the mutual admiration which the two men felt for
each other and their art. In words which tend to capture
the essence of A German Requiem as well as provide
insight into Brahms, the artist and man, Schumann,
some three years before his own death and fifteen years
before the Requiem was successfully premiered, wrote:

Many new and remarkable talents have made their
appearance, and a fresh musical power seemed about to
reveal itself among the many aspiring artists of the day,
even though their compositions were known only to the
few. I thought to follow with interest the pathway of these
elect; there would, there must, after such promise, sud-
denly appear one who should utter the highest ideal ex-
pression of his time, who should claim the Mastership by
no gradual development, but burst upon us fully equipped,

" as Minerva sprang from the brain of Jupiter. And he has
come, this chosen youth, over whose cradle the Graces
and Heroes seem to have kept watch. His name is Johan-
nes Brahms.
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Guest Soloists

CAROL SAMS has a musical career that follows two parallel directions: she is a noted soprano soloist in
the Northwest, having been a featured artist with the Seattle Chamber Singers, the University of
Washington Contemporary Group, Cornish Opera and the Northwest Chamber Orchestra; and she is a
composer of merit and public success. In 1981, she was part of the Seattle “Artist-in Residence” program,
through which Seattle Opera commissioned an opera. Two other operas, in addition to several smaller scale
pieces have been performed at the UW, and both Juneau, Alaska and Portland Oregon Opera companies
have presented her works. Dr. Sams received her formal musical training at the University of California at
Santa Barbara (BA), Mills College, Oakland (MM) and and the University of Washington (DMA). In
addition to her work with the Northwest Boychoir, Carol Sams has taught at Seattle Central Community
College and the University of Washington.

EUGENE LYSINGER has appeared as baritone soloist for many of the West Coast musical festivals
and events. For successive seasons he has participated in the Carmel Bach Festival, the Peter Britt Festival,
and has sung under Roger Wagner, William Hall, Milton Katims and others. He earned the Master of Music
degree in Choral Conducting at the University of Washington, and is presently the music director of the
Columbia Chamber Ensembles in Portland, Oregon. Highpoints of his work as a bass/baritone soloist
include presenting recitals on both coasts, touring in performance in Europe, Australia and New Zealand
and adding to his repertoire the bass roles in the Bach Passions, several cantatas, works of Handel, Haydn
and 20th century composers. In addition to his career as a performer, Mr. Lysinger is the audio consultant
for Oregon Public Broadcasting, doing much in the field of digital recording techniques.
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Return to Seattle March 4, 1984
Tickets available beginning

NOVEMBER 20, 1983, 3:00 PM

For advanced tickets call 365-4201
$6.00 adults seniors/students $4.00

November 15th, 1983; Call 365-4201




