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Erich Wolfgang Korngold (1897-1957) 
Violin Concerto in D major, Op. 35 (1937; revised 1947) 
      

In 1906, the then-nine-year-old Erich Wolfgang Korngold's cantata Gold elicited from Gustav Mahler the 
response "A genius!" Korngold went on to become one of the most prolific composers of his generation, writing 
in every serious genre and making a particularly strong impact as a composer of operas, receiving unanimous 
acclaim for his Violanta of 1916, and repeating the success with Die tote Stadt, staged triumphantly in both 
Hamburg and Cologne during 1920. But in 1934, Korngold settled in Hollywood, where he renewed his 
associations with the theatre director Max Reinhardt, and went on to become the most celebrated of a 
generation of European emigre composers who are best remembered for their film scores. 

 
 Korngold's most popular movie scores included Kings Row, The Seahawk, Anthony Adverse, and Robin Hood 
But despite the acknowledged quality of his works for the silver screen, it would be idle to pretend that these 
served greatly to enhance Korngold's repute as a "serious" composer. What did help enormously in this regard 
was the support and patronage of great artists, among them the celebrated violinist Jascha Heifetz, for whom 
Korngold composed his Violin Concerto in D major, Op. 35, during 1945. Other key orchestral works by 
Korngold included a cello concerto for Piatigorsky, and a brilliantly accomplished symphony in F sharp minor. 
  

The violin concerto is an unashamedly romantic work, with a vibrantly cinematic character, begging the lie that 
no "hack" celluloid composer could write a work that not only ranked as one of the best concertos of its time, 
but also retained the populist feel of a Hollywood movie in the unforgettable contouring of its thematic material. 
The concerto comprises three movements. In the first (Moderato mobile), the soloist enters almost at once, with 
a lush, broadly stated melody that is quintessential Korngold. The music moves steadily forward into a faster-
moving episode, with constant reminders of the opening ideas, and making searching demands on the soloist 
as a result of its highly rhapsodic style. The movement also includes a virtuoso cadenza and a final coda of 
arresting power. The central movement (Romanze) brings the required contrast, in a delicately scored piece in 
which the soloist reflects at length on material of a touchingly nostalgic coloration. 
      

A powerfully assertive mood prevails once again with the arrival of the finale (Allegro assai vivace), whose 
angular, strongly motoric rhythms serve as reminder that Korngold came from the same creative stable as 
Schoenberg and Zemlinsky (his childhood mentor), while also being a modernist in the sense of being fully able 
to write in a totally original, independent manner. Again, the movement calls for outstanding technique and 
fearless virtuosity, but a more relaxed and lyrical central episode again brings the required contrast. The 
closing section, a thrilling pyrotechnic tailpiece, again imposes severe technical demands on soloist and 
orchestra alike.                      - Michael Jameson 
                                                                                                                                                                           -  

 

Johannes Brahms (1833-1897)  
Symphony No.2 in D major, Op. 73 (1877)   
 
Johannes Brahms composed his Symphony No.2 in the summer of 1877, less than a year after the premiere of 
his Symphony No.1 (Op.68 in C minor) - an astonishing fact given that the former had taken him 15 years to 
complete. Finally confident in his abilities as a symphonist, and less troubled by the loom ing shadow of 
Beethoven. Brahms created a much more spontaneous work that was well received by both critics and 
audiences. When compared with the works of his contemporaries, this piece is conservative in both 
orchestration and formal structure. But it is by no means reactionary. Rather, Brahms revised and expanded 
upon the eighteenth century model, largely replacing thematic contrast with transformation and variation, and 



adding his distinctive richness of harmony and rhythm. 
 

There is both unity and variety in this symphony: Brahms manages to combine the light and dark,  the lyrical 
and forceful, the extroverted and introspective-all the while growing the piece organically from the "seed" of the 
very first three notes(D-C sharp-D, heard in the cellos and the double basses). This compositional economy is 
instinctively apparent to the ear, and helps to make the entire work intelligible without sacrificing interest or 
spontaneity. 
      

Brahms's orchestration is full, rich and often ingenious. He chooses to make the ensemble one unified voice 
and has introduced his entire spectrum of instrumental colors after only 40 bars; however, one never gets the 
sense that he is overusing the orchestra. Instead he creates a texture in constant flux, shifting the focus of the 
ear and extracting individual colors to great effect. 
      

The piece opens with the three-note germinating cell and a simple horn melody; we are then introduced to two 
subjects in turn, the first announced by the violins, and the second by the cellos and violas in a luxurious duet. 
After developing both themes, Brahms creates an interesting recapitulation by briefly combining the initial horn 
melody and the first subject. and then dwelling extensively on the second subject. A short coda is attached to 
the end. 
      

Two bassoons color the second movement's opening cello theme with a dark counterpoint, creating an 
immediate contrast to the first movement. It is here that we begin to see the more introspective side of Brahms, 
although this is by no means a brooding movement; there is a surprising variety of expression within the slow 
prevailing tempo. 
      

With the third movement, Brahms for the first time departs from a string-dominated texture and allows a solo 
oboe to introduce the opening theme while pizzicato cellos and a woodwind choir provide accompaniment. Full 
of rhythmic interest. this movement has frequent meter changes. expectant fermatas. and Brahms' distinctive 
cross-rhythms.  The moody and unpredictable finale oscillates between manic energy and somberness; 
Brahms is constantly changing direction. sometimes so abruptly as to pull the rug out from beneath your feet. 
The motion never stops. and when the final D major fanfare arrives, one has the sense of having been on a 
wild ride.  –Allen Schrott 
                                                                                                                                                                                  
                                                                                                  
 
Richard Wagner (1813-1883) 
Lohengrin (1848)  

The story behind the Prelude to Act I The opera opens in a meadow beside the Scheldt River, near Antwerp. 
Heinrich (King Henry the Fowler) has arrived to call the Brabantines to help him defend Germany against the 
invading Hungarians. A Herald summons the Brabantines, but one noble, Friedrich von Telramund, accuses 
Elsa of murdering her brother, Gottfried, the heir to the dukedom of Brabant. He claims the succession for 
himself. 
      

Elsa does not defend herself, but reports a vision of a knightly champion who will defend her. The king and the 
others are moved, but Telramund demands combat, The Heralds twice trumpet a call for someone to defend 
Elsa's claim, but nobody appears. Elsa kneels in prayer, and Lohengrin appears, in a boat drawn by a swan. 
He offers himself as Elsa's champion, but makes her promise that she will never ask his name or origin. They 
pledge themselves to each other. Lohengrin defeats Telramund, but spares his life. Telramund's wife, Ortrud, is 
a pagan witch, who has used sorcery to protect Telramund. She wonders about the stranger who can 
overcome her powers. Telramund, humiliated, falls at her feet. 
 


