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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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I\/\ozart. Symphony No.38 in D major, K.504, “Prague”
I Adagio - Allegro
I Andante
I Presto

{R&8 / Intermission (20 %)
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Dvorak: Symphony No.9 in E minor, op.95, “From the New World”

[ Adagio - Allegro molto
I Largo

I Scherzo: Molto vivace
IV Allegro con fuoco
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Program notes by Robert Markow

Mozart:
Symphony No.38 in D major, K.504, “Prague”

I Adagio - Allegro
II Andante
II Presto

Wolfgang Amadeus Mozart: Born in Salzburg, January 27, 1756; died in
Vienna, December 5, 1791

In 1781, Mozart moved out of the oppressive court life of his native
Salzburg and went to Vienna in search of a more congenial atmosphere in
which to pursue his career. For a short time things went well, but by 1787, he
had already passed the peak of his popularity with the fickle Viennese public.
In nearby Prague, however, he found a musical community awaiting him with
open arms. His latest opera, The Marriage of Figaro, had opened there in
early December, 1786 (seven months after its Viennese premiere), and the city
was clamoring for a visit by the composer. Responding to a direct invitation
from a Count Johann Thun, Mozart made the first of four visits to this city in
January of 1787. On January 19, he conducted his latest symphony there.

The Prague Symphony is the grandest symphony Mozart had written to
date. All three of its movements are laid out in fully developed sonata form (a
rarity in any age, especially Mozart’s). Then there is that imposing slow introduc-
tion, a feature found in only two other Mozart symphonies (No. 36, Linz and No.
39 in E-flat) — a passage so full of grand flourishes, solemn moods, dramatic
tensions, startling contrasts and excursions into remote harmonic regions that is
seems to encompass a whole musical world within its thirty-six bars alone.

The great expectations aroused by the introduction are fulfilled. The
motivic complexity of the first movement alone is quite extraordinary. Instead
of beginning the Allegro with a principal theme, Mozart presents the ear with
an entire complex of short motifs, nearly all of which play important roles in
the movement’s architectural framework. In just the first eight bars alone
there are four ideas, each two bars long: The development section is so intri-
cate in its polyphonic density that Mozart had to work it out in preliminary
sketches, one of the few cases in his entire output where this was necessary.

The central slow movement combines serene grace and beauty with
serious musing and dark shadows. Its prevailing mood is that of a profound
reverie, with moments of poignant chromaticism and precipitous plunges into
bold new tonalities occasionally disturbing the surface tranquility. So exqui-
sitely balanced are the elements of this music that it has been compared to
the blueprint for a great novel. Biographer Alfred Einstein comments that “this
is no longer a mere intermezzo between two animated movements; it has its
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own inner animation, and it embodies the most complete combination of a
singing quality and a polyphonic character.”

The scintillating finale trips along in high spirits and nervous excite-
ment. Contributing to the headlong momentum are frequent, dramatic con-
trasts of instrumental choirs (strings and winds) and dynamics (loud and soft);
brilliant contrapuntal displays; and the prominent use of syncopation as a
structural element in itself, beginning right in those opening bars which so
closely resemble the sprightly, breathless dialogue between Susanna and
Cherubino ( “Aprite presto” ) in Act II of The Marriage of Figaro, where
Cherubino is preparing to jump out the window to escape the approaching
count). Thus ends one of the most varied and highly expressive symphonies
of the entire eighteenth century.

Dvorak:
Symphony No.9 in E minor, op.95,
“From the New World”

I Adagio - Allegro molto
I Largo

Il Scherzo: Molto vivace
IV Allegro con fuoco

Antonin Dvofédk: Born in Mihlhausen, Bohemia (today Nelahozeves, Czech
Republic), September 8, 1841; died in Prague, May 1, 1904

Dvorék’s Symphony No. 9, the “New World Symphony” to most listen-
ers, received its world premiere in New York’s Camegie Hall on December 16,
1893 with Anton Seidl conducting the New York Philharmonic. (There had
been a “public rehearsal” the day before.) One critic (Henry Finck) called it
“the greatest symphonic work ever composed in this country.” Although the
“New World” Symphony was written in the New World, it is not specifically
about the New World. True, there are themes that could be construed as
being “authentic” songs of the American Indians or African-Americans, but in
fact, as in Dvotdk’s Slavonic works, he did not actually quote directly from
folksong but rather composed his own based on study of the source material.

One “New World” aspect of this symphony is the role played by
Longfellow’s epic poem The Song of Hiawatha, which Dvordk had read in
Czech translation some thirty years earlier. He re-read the poem in America
and claimed that the scene of Minnehaha’s funeral in the forest inspired the
Largo movement of his symphony, while the Indians’ Dance was responsible
for the Scherzo. Dvotrék actually visited Hiawatha’s land (Iowa and southern
Minnesota), but the symphony was essentially complete by this time, so what-
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ever influence Hiawatha had on him was purely literary, not geographical. It
is worth noting that America was celebrating in 1892 (the year Dvordk
arrived in America) the four hundredth anniversary of Columbus’ discovery of
the New World.

From the New World alone of Dvofak’s nine symphonies opens with a
slow introduction. The main Allegro section is launched by horns in an
arpeggiated fanfare motif in E minor, a motif that will reappear in all remain-
ing movements as well. Several additional themes follow.

The Largo contains one of the most famous themes in all classical
music. Many listeners know it as the song “Goin’ home,” but Dvofdk did not
borrow the theme from a spiritual; it is his own, and the words were superim-
posed by one of his students, William Arms Fisher, after the symphony was
written. Although Dvotdk himself claimed the movement was inspired by a
passage from Longfellow’s poem, Otakar Sourek (himself a Czech), believes
the listener is equally entitled to imagine instead Dvofdk longing for his
homeland: “the melancholy, wide expanses of the South Bohemian country-
side, of his garden at Vysoka, of the deep solemn sighing of the pine forests,
and the broad, fragrant fields.”

The Scherzo is one of the most energetic and exhilarating movements
Dvorédk ever wrote, and borders on the virtuosic as well for the dazzling
orchestral display it entails. The contrasting Trio section is a charming rustic
dance introduced by the woodwind choir and set to the lilting long-short-long
rhythm of which Schubert was so fond.

The finale too contains its share of melodic fecundity and inventiveness.
The development section develops not only material from this movement but
from the three previous ones as well, especially the main theme of the Largo,
which is fragmented and tossed about with almost reckless abandon. The
grand climax of the long coda (which begins after the horn solo that covers
amazingly three full octaves - a greater range even than the famous call in
Strauss’s Till Eulenspiegel!) brings back the chordal sequence that opened
the Largo, but now painted in broad, majestic strokes in the full brass and
woodwind sections. The fury subsides, the orchestra dies away to a whisper,
horns softly intone the finale’s main theme like an echo from a far-away
world. The symphony seems destined to end in E minor, the key in which it
began. But with a sudden, massive wrenching of the harmonic gears, Dvofdk
brings the symphony to a close in joyous E major. The final chord lingers
gently on the ears of audiences around the world.

Robert Markow’s musical career began as a horn player in the Montreal
Symphony Orchestra. He now writes program notes for orchestras and concert
organizations in the USA, Canada, and several countries in Asia. As a journalist he
covers the music scenes across North America, Europe, and Asian countries, espe-
cially Japan. At Montreal's McGill University he lectured on music for over 25
years.
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Mendelssohn: Symphony No.4 in A major, 0p.90, *

[ Allegro vivace

I Andante con moto
I Con moto moderato
IV Saltarello: Presto
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Tchaikovsky: Symphony No.2 C minor op.17, “Little Russian”

[ Andante sostenuto - Allegro vivo

I Andantino marziale, quasi moderato
I Scherzo: Allegro molto vivace

IV Finale: Moderato assai - Allegro vivo
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Program notes by Robert Markow

Mendelssohn:
Symphony No.4 in A major, op.90, “Italian”

I Allegro vivace

I Andante con moto
I Con moto moderato
IV Saltarello: Presto

Felix Mendelssohn: Born in Hamburg, February 3, 1809; died in Leipzig,
November 4, 1847

Unlike many other composers, Mendelssohn was born to wealth and
creature comforts. One of the advantages this brought him was the opportuni-
ty to travel widely. By the age of 25 he had already spent time in England,
Scotland, Austria, Switzerland, France and Italy. But Mendelssohn was no
mere tourist. His thorough education in the liberal arts and fine arts had pre-
pared him for keen observation of the sights, people, culture and spirit of any
place he visited. In Italy he was particularly impressed by the art of the old
masters like Michelangelo, Titian and Giorgione; by the magnificent buildings
of Rome; and by the natural beauty of the countryside.

Mendelssohn began work on a new symphony sometime during his
[talian sojourn, which lasted from October 1830 to April 1831, and soon began
referring to it as his “Italian” symphony. There is hardly a concertgoer today
who would not proclaim this symphony to be one of the most perfectly realized
pieces ever written — architecturally balanced, transparent in texture, exqui-
site in beauty and lucid in its formal logic. Yet, unaccountably, Mendelssohn
was never satisfied with what he had created. He confessed to his sister that it
cost him “the bitterest moments I have ever endured or could have imagined,”
a sentiment hardly in keeping with the music’s sunny optimism. The symphony
was first performed by the Philharmonic Society of London on May 13, 1833 in
the Hanover Square Rooms, the same illustrious hall in which Haydn’s twelve
“London” Symphonies had been introduced to the world some forty years
before. The following year Mendelssohn made numerous changes to all but the
first movement; however, this version was not published until 1999, and
remains rarely played. (The TMSO uses the original 1833 score.)

Italy’s sunny vitality and Mendelssohn’s enthusiasm for the land are
immediately apparent in the opening bars of the symphony. An exuberant
theme in the violins is accompanied by a continuous fusillade of notes from
the wind section. The second theme (clarinet and bassoon) is more lyrical, but
still imbued with restless animation. The development section features a new
theme in the minor mode, appearing first in a delicately tripping manner, but
growing to fearsome intensity. Then, as if with a touch of magic, Mendelssohn
dispels the mood of anxiety with a sustained note for the oboe, and the reca-
pitulation brings back with it the world of boundless joy and good cheer of the
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opening. The movement closes with both ideas totally integrated.

Much has been made of the penitential character of the Andante move-
ment. The possibility exists that Mendelssohn borrowed the plaintive tune
from a pilgrim chant he heard in a procession in Naples. The second theme
(clarinets) is somewhat more cheerful, less severe. The chant then returns and
eventually fades away in the distance, “like a procession quietly turning the
corner,” in the words of one annotator (Klaus G. Roy).

The graciously flowing third movement returns to a mood of warmth
and sunshine. The central section evokes a gentle sylvan setting and features
a solo unit of two horns and two bassoons, which are cleverly combined to
sound like a horn quartet.

The finale is a fiery, whirling dance movement that unites two different
Italian dances. The saltarello, which opens the movement, is a jumping dance
from Rome, while the Neapolitan tarantella, characterized by smooth, even
triplets, is the dance performed by a person bitten by the tarantula spider; pre-
sumably this vigorous activity cures the afflicted person. Another noteworthy
feature of this finale is its key — A minor — a most unusual way to end a
symphony that began in the bright and lighthearted key of A major. Yet hardly
one listener in a thousand pauses to worry about such an irregularity, so thrill-
ing is Mendelssohn’s rush to the finish.

Tchaikovsky:
Symphony No.2 C minor op.17, “Little Russian”

I Andante sostenuto - Allegro vivo

I Andantino marziale, quasi moderato
Il Scherzo: Allegro molto vivace

IV Finale: Moderato assai - Allegro vivo

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St.
Petersburg, November 6, 1893

Tchaikovsky was regarded by “The Five” (a group of Russian nationalist
composers who included Rimsky-Korsakov and Mussorgsky) as being essen-
tially oriented towards Western, non-Russian music. “The Five” criticized
Tchaikovsky for his attraction to Italian, French and German musical models,
the very music they turned their backs on, rather than to native sources of
inspiration. “Much of their criticism reads like a patriotic tirade against some
dangerous renegade,” writes Louis Biancolli. But in his Second Symphony,
Tchaikovsky silenced all criticism, for here Russian folk melodies abound.
Even the title, “Little Russian,” was attached to the work by the critic Nikolai
Kashkin in honor of the Ukrainian tunes Tchaikovsky used. ( “Little Russian”
was a term of contempt applied to Ukraine by the seventeenth- and eigh-
teenth-century czars, though by Tchaikovsky’s time the distasteful implica-
tions had worn off.)
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Never before or again was Tchaikovsky held in such high esteem by
“The Five.” When he played the Finale of the symphony on the piano for
them, the composer reported that “the whole company almost tore me to
pieces with rapture.” The premiere too, on February 7, 1873 in Moscow, con-
ducted by Nicolai Rubinstein, was an enormous success, and it was repeated
soon afterwards “by general request.” At this second performance
Tchaikovsky was cheered after each movement and at the conclusion of the
symphony was given a laurel wreath and a silver cup. But despite the
symphony’s initial success, Tchaikovsky was not happy with it, and in 1879
made substantial changes. By his own account, he “composed the first move-
ment afresh, leaving only the introduction and coda in their original form;
rescored the second movement; shortened and rescored the third movement;
and shortened and rescored the finale.” In this form it was first performed in
St. Petersburg on February 12, 1881 with Karl Zike conducting. This is the
version heard nowadays. Strangely enough though, by the early twentieth
century the symphony had fallen into near oblivion. It remained for Igor
Stravinsky to revive it for his guest conducting engagements during the 1930s.
In addition to its overtly nationalistic character, the Second Symphony is also
distinguished by its extrovert, happy, cheerful tone, a quality generally lacking
in the composer’s other symphonies.

The work opens with a long introductory passage in which a variant of
the folk tune “Down by Mother Volga” is heard no fewer than five times,
beginning with the extended horn solo. The movement’s main section, the
Allegro vivo, is ushered in by violins in a vigorous theme which is followed
by two more in a lyrical vein — one for the oboe, the other for violins in a
sweeping romantic gesture.

The second movement, rather than being a slow one, draws upon a
perky march theme from Tchaikovsky’s unpublished opera Undine, which
was turned down by the St. Petersburg Opera in 1869. A second, expressive
theme, another folksong ( “My Spinning Wheel” ) mingles with the march
tune, appearing each time clothed in different colors.

A lively Scherzo constitutes the third movement, notable for its rollick-
ing rhythms, rapid alternation of moods and brilliant colors. Another folk-like
melody is heard in the central Trio section.

The Finale was Tchaikovsky’s favorite movement. After the introduc-
tion, here too we find a simple folk tune, “The Crane,” which serves as the
principal material for development throughout the movement, recurring in
colorful reorchestrations, sometimes with running countersubjects. Alternating
with “The Crane” theme is an original theme by the composer, full of synco-
pations and often described as a rumba rhythm. A fortississimo stroke from
the tam-tam (its only note in the whole symphony) is followed by a silence,
then the final, brilliant presto passage that serves as the coda, a passage
musicologist Michael Steinberg jocularly described thus: “Tchaikovsky could
be insistent when it came to letting you know that a piece was about to be
over, and this is a case in point.”

For a profile of Robert Markow, see page 12.
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Ryusuke Numaijiri is Artistic Director of Biwako Hall and Music Director of Tokyo Mitaka Phil-
harmonia. He will be inaugurated as Music Director of Kanagawa Philharmonic in April 2022.
Numajiri won the 1st Prize in the Besangon International Competition in 1990. This victory
resulted in invitations to conduct London Symphony, Orchestre symphonique de Montréal,
Deutsches Symphonie-Orchester Berlin, Orchestre Philharmonique de Radio France, among
others. He was General Music Director at Theater Lubeck. Numajiri has appeared at opera
houses including Oper Kéln, Bayerische Staatsoper, Komische Oper Berlin, and Theater Basel.
He was awarded Medal of Honor with the Purple Ribbon by Emperor of Japan in 2017.
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Sat. 28 November 2020, 14:00 at Tokyo Bunka Kaikan
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Wagner: Overture to “Tannhduser”
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I\/\ozart. Piano Concerto No.20 in D minor, K.466

I Allegro
I Romance
I Rondo: Allegro assai
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Brahms: Symphony No.4 in E minor, 0p.98

I Allegro non troppo

I Andante moderato

I Allegro giocoso

IV Allegro energico e passionato
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Andrei Gavrilov was born in Moscow in 1955. He studied at Moscow Conservatory. In 1974,
at the age of 18, Gavrilov won the 1st prize at the International Tchaikovsky Competition and,
in the same year, made a triumphant international debut at Salzburger Festspiele when he
was substituting for Richter. Since then he has enjoyed an impressive international career
which includes performances with the world's greatest orchestras under batons of Abbado,
Haitink, Muti, Ozawa, Svetlanov, Tennstedt, Rattle, and Mariner, among others. Gavrilov has
recorded with EMI and Deutsche Grammophon. His recording won several international priz-
es such as Gramophone award and Deutscher Schallplattenpreis.
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Program notes by Robert Markow

Wagner:
Overture to “Tannhauser”

Richard Wagner: Born in Leipzig, May 22, 1813; died in Venice, February 13,
1883

Tannhduser, premiered in Dresden in 1845, was the second of the
operas we regard today as the ten mature stage works of Richard Wagner,
which began with Der fliegende Holldnder in 1841 and ended four decades
later with Parsifal in 1882. For his story of a knight caught up in the dichoto-
my of goodness and sin, Christian spirituality and pagan sensuality, sacred
and profane love, Wagner turned, as usual, to medieval sources. In fact,
Tannhduser may be the most medieval of all Wagner’s operas, based as it is
on fictional accounts of a Franconian knight born in or about the year 1200.

The Overture to Tannhduser draws its musical substance entirely from
the opera it precedes, thus serving as a self-contained synthesis of the drama.
It opens with the opera’s best-known melody, that of the Pilgrims’ Chorus. A
second theme associated with the pilgrims, penitence, is taken up first in the
somber colors of violas and cellos, to which the remaining strings join in, lead-
ing to a magnificent statement by the low brass. With almost cinematic effect,
Wagner creates aurally the impression of a band of pilgrims slowly coming
into view, then receding again into the distance. A sudden dissolve, and a new
scene is before us: the Venusberg, an imaginary mountain in which lives
Venus, goddess of love, surrounded by her world of splendor, revelry and a
life of total hedonism. Here also is Tannh&user, who sings his paean of praise
to Venus (robust violins, supported by the full orchestra). When she responds,
the musical texture is trimmed down to a diaphanous, transparent delicacy,
with the solo clarinet representing the goddess’ seductive call. The Overture
ends, as does the entire opera, with a mighty statement of the Pilgrims’ Chorus
in full orchestral grandeur.

Mozart:
Piano Concerto No.20 in D minor, K.466

I Allegro
II Romance
Il Rondo: Allegro assai

Wolfgang Amadeus Mozart: Born in Salzburg, January 27, 1756; died in
Vienna, December 5, 1791

Mozart’s D-Minor Concerto is a work remarkable not only for its intrin-
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sic emotional range and expressive depth, but for its world of stark contrasts,
dramatic power and even its key. The nineteenth-century Romanticists took
this concerto to their hearts as a harbinger of the stormy, tragic world for
which they felt so much empathy; in fact, the D-Minor Concerto was the only
one by Mozart to hold a firm place in the repertory for many years following
his death. The work dates from 1785, and like most of Mozart’s piano concer-
tos, was written for the composer himself to perform at a subscription con-
cert. It received its premiere on February 11 in the Mehlgrube (literally, “flour
pit’), a fashionable and beautiful Baroque edifice in Vienna’s Neumarkt.
Though it is one of Mozart’s most difficult orchestral works, there was not a
single rehearsal, for the copyists were still at work right up until concert time.
Yet the performance seems to have gone well, the audience responded favor-
ably to what was surely avant-garde music for them, and Mozart’s father
Leopold pronounced the concert “incomparable, the orchestra excellent.”

The concerto’s opening bars are some of the strangest Mozart ever
wrote: no foot-tapping tune as the principal theme; in fact, no tune at all —
only darkly menacing, throbbing syncopations in the violins and violas with
intermittent upward slides from the cellos and basses. This forms the first
“subject,” but it is no theme, per se ( “all atmosphere and gesture,” Michael
Steinberg calls it). A violent, almost explosive, outburst from the full orchestra
hurls forth the “subject” in thunderous tones and flashes of lightning.
“Woodwinds and horns plunge into the midst of the tumult, through which
one perceives, punctuating each first beat, the metallic note of the trumpets,
like armor glinting through the depths of a forest” (Cuthbert Girdlestone). This
is only the first of many such startling juxtapositions in the Concerto. The

second subject, this one a true theme, is announced in the woodwinds — a
sweetly lyrical idea that is separated from the angry world of the opening by
no more than a brief pause — no transition, just a pause and a fresh start.

Similarly, the soloist’s entry breaks new ground. To Girdlestone, “the
piano’s first words constitute the most moving solo entry in all Mozart’s con-
certos --- the feeling not of an instrument added to many others, but of a per-
sonality substituting itself for the anonymous orchestral mass.” Indeed, the
orchestra never takes up the soloist’s initial idea. The element of contrast per-
vades the movement, not only in thematic ideas but in the heightened dual-
ism between soloist and orchestra, a dualism that reveals itself far more in the
nature of real struggle than in the friendly rivalry that the Italian term con-
certare normally suggests.

The mood of foreboding and menace was left unresolved at the first
movement’s conclusion. The second movement (most unusually, a rondo),
gives the impression of a new start, a breath of fresh air and sunshine after
the storm. There is no tempo marking, but the title “Romance” (Mozart delib-
erately used the French spelling, not the Italian) indicates a leisurely pace and
a gracious mood. Some of Mozart’s most divinely beautiful melodies, themes
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of classic simplicity, are found here. Yet into this serene, placid world erupts,
without warning, an extended episode in G minor, full of stormy impulses and
breathless figurations that characterized the first movement.

The third movement too is a rondo, and like the previous movements,
has its share of surprises. We expect to hear the soloist launch the principal
theme, but not with a rocket-like explosion breathing fire and such immense
energy. Mozart reserves his biggest surprise for the end: following the caden-
za comes a massive emotional gearshift that thrusts us into a cheery, good-
natured coda in D major.

Brahms:
Symphony No.4 in E minor, op.98

I Allegro non troppo

I Andante moderato

I Allegro giocoso

IV Allegro energico e passionato

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3,
1897

It was Brahms’s custom to spend the summer months in quiet, rustic
surroundings amidst lakes and mountains. The summers of 1884 and 1885 he
passed in the Austrian Alpine village of Mirzzuschlag. Here he wrote his
Fourth Symphony. He made a two-piano arrangement and performed it with
Ignaz Brull for a select company of friends and musicians, including Hans
Richter, C.F. Pohl and Eduard Hanslick. Their response, which should have
been enthusiastic, was decidedly cool, and they predicted a grim future for
the symphony. But at the premiere, which took place in Meiningen (Germany)
on October 25, 1885, the public applauded warmly. The same public accep-
tance occurred at concerts given in following weeks in Frankfurt, Essen,
Elberfeld, Utrecht, Amsterdam, The Hague, Krefeld, Cologne and Wiesbaden.
Only Vienna found it difficult to understand, and that was probably because
of inadequate preparation by that city’s orchestra.

The symphony opens with a gesture that suggests the work has been in
progress for some time, and that we have entered its realm in mid-point. The
tiny two-note cell of “short-long,” heard at the very outset in the violins,
becomes the main building block, or musical mortar, if you like, upon which
the entire movement is based. Other themes are heard too, but the two-note
motif is never far away, often lurking in an accompaniment figuration or sec-
ondary idea. The second subject in this sonata-form movement is introduced
by a fanfare figure in horns and woodwinds, which leads into the soaring, lyr-
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ical theme for cellos and horn. The horn (doubled by oboe) also gives the first
statement of the closing theme in a more genial and relaxed mood than hith-
erto encountered.

The slow movement is unusual in that it is founded on the same key-
note as the first — E. (Composers usually took care to provide a contrasting
tonality after the weighty first movement.) With E minor still ringing in our
ears from the first movement, two horns proclaim a motif beginning on the
note E, but Brahms delays confirmation of the idyllic E major tonality for
some time. The movement moves through a cosmos of moods, from autumnal
melancholy and melting lyricism to forbidding austerity and stern grandeur,
expiring to the same horn motif that opened the movement. Brahms’s friend
Elisabet von Herzogenberg commented on the gorgeous, heavenly cello
theme: “How every cellist .- will revel in this glorious, long-drawn-out song
breathing of summer!”

The third movement is usually described as a scherzo, though Brahms
did not call it that. In its massive orchestration, which includes timbres unusu-
al for Brahms (piccolo and triangle), we find an infectious, virile spirit that
remains etched in the memory far more powerfully than any particular melod-
ic idea.

The Finale is the most unusual movement of all, employing as it does
the chaconne technique — a compositional process popular in the Baroque
period in which an entire piece is built over a continuously recurring pattern
of chords. Brahms took his theme from Bach’s Cantata No. 150 (Nach dir,
Herr, verlanget mich), which is heard at the outset by the entire wind choir,
including trombones (their first entry in the symphony!).The chaconne was
out of fashion in Brahms’s day, and had never been used in a symphony
before, but his interest in older musical forms, particularly fugue and counter-
point of all types, and his inner need to rise to the challenge, provided the
impetus. The potential pitfall of writing a chaconne lies in the danger of
monotony — using those same few chords over and over again. But never in
the thirty continuous variations that follow the presentation of the eight-bar
“theme” (plus four more in extended versions in the coda) do we feel an
absence of momentum, an overuse of tonic harmonies, a sense of tedious reg-
ularity, or anything less than total mastery and economy of means.

For a profile of Robert Markow, see page 12.
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