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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra, Music
Director of Barcelona Symphony Orchestra, and Artistic Director of Opera of New National
Theatre, Tokyo. He was formerly General Music Director of Badisches Staatstheater Karlsruhe,
Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica Arturo
Toscanini, and Principal Conductor of Opéra National de Lyon. He received numerous awards
including Palmares du Prix de la Critique, Officier de 'Ordre des Arts et des Lettres, and Asahi
Prize. He was selected to be a Person of Cultural Merits by the Japanese Government. TMSO
announced that the term of Ono as Music Director was prolonged until March 2023.
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5E @ j(@%iﬂji Kazushi ONO, Conductor
FrAFUY @ JEIDEG T Reiko WATANABE, Violin
IV —h< 29— @ INHHF Kyoko SHIKATA, Concertmaster

Jo— AR ZEEIBYRH] op.81 (13%)

Brahms: Tragische Ouvertire, op.81

JUFY A F i ZSE opis (339)

Britten: Violin Concerto, op.15

I Moderato con moto
I Vivace
I Passacaglia: Andante lento (un poco meno Mosso)

{R&8 / Intermission (20 %)
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Dvorak: Symphony No.8 in G major, op.88

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo
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Reiko WATANABE

Violin
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Tokyo-born Reiko Watanabe, widely praised for her brilliant technique and expressive play-
ing, was, at 15, the youngest grand prize winner in the history of Music Competition of Japan.
Since then she went on to capture top honors at other international competitions, including
Paganini and G. B. Viotti. Watanabe has performed with orchestras such as National
Symphony Orchestra (Washington), Los Angeles Philharmonic, Philharmonia Orchestra, BBC
Symphony, Tonkunstler-Orchester Niederdsterreich, Russian National Orchestra, Bamberger
Symphoniker, Sachsische Staatskapelle Dresden, and St. Petersburg Symphony. She is a select
professor of Akita International University. Watanabe performs on the Stradivarius 1735 violin
“Samazeuilh”. This is kindly loaned by the Nippon Music Foundation.
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Program notes by Robert Markow

Brahms:
Tragic Overture, 0p.81
(Tragische Ouverture, op.81)

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

“I could not refuse my melancholy nature the satisfaction of composing
an overture for a tragedy,” wrote Brahms to his publisher and friend Simrock.
The title connotes a short introductory piece to a theatrical work, but overtures
such as this one stand alone much as a symphonic poem does. Brahms offered
no suggestions, either literary or autobiographical, as to what the title refers to;
perhaps we can regard the music as a prelude to a state of mind. Some com-
mentators and listeners have attempted to find in it the soul of Hamlet, Faust,
Oedipus, or some other literary figure, but Brahms intended no such program-
matic reference. Nor did a personal loss in his life have any bearing on the
Tragic Overture. Brahms reluctantly assigned the title only because neither
he nor anyone else could come up with a better one. Hans Richter conducted
the Vienna Philharmonic in the premiere on December 26, 1880.

The work follows free sonata form. Two imperious chords — the tonic
and dominant of D minor — open the overture, seizing the attention much as
does the famous opening of Beethoven’s Eroica Symphony. The first theme
sweeps grandly through the string section, covering the immense range of three
octaves. Spinoffs of this theme in the form of stern, march like rhythmic pro-
nouncements sustain momentum until a gentle transition leads into the con-
trasting second subject. A more relaxed, lyrical mood ensues in the key of F
major, but turbulence and unrest soon return. This mood pervades the short
development section as well, characterized by an almost continuous dotted
rhythm that sounds like a “sad little march tune of almost Schubertian pathos”
(Edward Downes).

The two peremptory chords that opened the work announce the recapit-
ulation as well, but now they are echoed softly by pizzicato strings. The reca-
pitulation contains other surprises as well, including an extended passage
amounting to a second development in which the “sad little march tune” is fur-
ther worked out. Brahms keeps the uneasy relationship between brooding mel-
ancholy and heroic defiance in doubt until the end. Only in the final bars do
we learmn which prevails.
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Britten:
Violin Concerto, op.15

I Moderato con moto
II Vivace
Il Passacaglia: Andante lento (un poco meno mosso)

Benjamin Britten: Born in Lowestoft, Suffolk, England, November 22, 1913;
died in Aldeburgh, December 4, 1976

Benjamin Britten is universally recognized as one of England’s greatest
and most representative composers, but in the months leading up to the
beginning of World War II and for several years thereafter, he felt politically
and spiritually alienated from his native land, due generally to his pacifist
outlook and specifically to the various appeasement policies into which his
government had entered with Germany and Italy. Following the lead of fel-
low artists W. H. Auden and Christopher Isherwood, he sailed to America in
May of 1939. In his luggage was the score of the still incomplete Violin
Concerto, which he had begun the previous year. He finished the concerto in
September while staying in the Canadian town of St. Jovite, Quebec. This
was the first of several major works he either wrote or completed in the New
World. Others include the song cycle Les Illuminations, Diversions for
piano left hand and orchestra, and the Sinfonia da requiem. Britten returned
to his native land only in 1942, risking the dangerous sea voyage.

Violinists recognize Britten’s concerto as one of the most fearsomely dif-
ficult in the repertory. Presumably none other than Heifetz pronounced it
unplayable, though obviously many have done so since its premiere by the
Spanish violinist Antonio Brosa (a longtime friend of the composer) with the
New York Philharmonic on March 28, 1940 conducted by John Barbirolli. It
was warmly received and Britten himself believed that “so far it is without
question my best piece.”

The work is often compared with Berg’s concerto for its elegiac charac-
ter and with Walton’s for its expansive lyricism, qualities obvious from the
soloist’s initial entry. The first movement is laid out in traditional sonata form,
with the soloist introducing both main themes. At the moment of recapitula-
tion, the roles are reversed, with the orchestral strings now singing the sweet-
ly nostalgic theme and the soloist playing the accompaniment figure intro-
duced by the timpani in the opening bars. Use of the timpani to open a violin
concerto with a rhythmic figure that will pervade the entire first movement
recalls the analogous concerto by Beethoven.

The second movement, which follows without pause, is something of a
danse macabre, full of flying leaps, glissandos (slides) and other acrobatic
feats. A contrasting lyrical episode interrupts the proceedings.
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The cadenza, which serves as a link between the second and third
movements, begins in a lyrical vein but devotes most of its span to the rhyth-
mic figure introduced by the timpani back in the concerto’s opening moments.
Solemn trombones enter with the scale-like motif that is to run continuously
throughout the final movement, a passacaglia. The passacaglia may be
defined as a method of composition in which a set of variations is construct-
ed over a repeating bass line or chord progression (here presented by the
trombones). Though common in the Baroque period, the passacaglia has
been used seldom since then, notably by Brahms as the finale of his Fourth
Symphony, where (coincidentally?) it is again the trombones that initially pro-
claim the passacaglia motif. After four overlapping statements of this motif
(trombones — strings — trumpet — woodwinds) the solo violin begins the
first of nine variations over the motif played PPP tremolo in the cellos. Each
variation can be recognized by its own character, tempo, dynamic level and
instrumentation. The concerto ends with a passage marked Lento e solenne
— resigned, glowing and poignant, a fitting testimonial to Britten’s somber
and sobering thoughts about the war that raged while he composed.

Dvorak:
Symphony No.8 in G major, op.88

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo

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

The genial, carefree spirit of Dvorak’s Symphony No. 8 has endeared it to
generations of concertgoers. Its prevailing happy spirit, idyllic moods and evo-
cations of nature and simple rustic life call to mind other symphonies of a pas-
toral nature: Beethoven’s Sixth, Schumann’s Spring Symphony (No. 1),
Schubert’s Fifth, Mahler’s Fourth, and Brahms’s Second.

Dvotédk began work on his Eighth Symphony in late August, 1889. He
was in high spirits and full of creative confidence. He “complained” to a friend
that his head was so full of ideas that it was a pity it took so much time to jot
them down. “Melodies simply pour out of me.” For this reason, it took him only
twelve days to write the composition sketch for the first movement, a week for
the second, four days for the third and six for the finale. The orchestration
required an additional six weeks. Three months after commencing work on it,
the score was ready for the printer, who, in this exceptional case, was not the
usual Simrock, but the English firm of Novello. Dvordk conducted the first per-
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formance on February 2, 1890 in Prague.

The conditions under which this work was written compare very closely
to those under which Brahms composed his Second Symphony just a dozen
years earlier. In the case of both composers, we find a symphony of warmly
lyric, relaxed character following one darkly serious and grim. To carry the
analogy further, both compositions were written in an idyllic countryside set-
ting, which both composers credited with stimulating their creative urges to a
greater degree than usual. Closely paralleling Dvordk’s comment quoted above,
Brahms remarked that the lake country around Pértschach-am-See, where he
composed his Second Symphony, was a place where “so many melodies fly
around one must take care not to step on them.”

The symphony’s first movement presents analysts with a puzzle: What
role does the opening nostalgic theme play? Is it the “first” theme, or an intro-
duction? Is the “main” theme then the simple, birdlike tune played later by the
flute? If so, what then does one call the warmly noble cello theme that follows
the timpani’s “rat-a-tat” and the succeeding idea characterized by upward leap-
ing octaves in the cellos? No matter, really. The point is that Dvordk did incor-
porate a great wealth of melody into this movement. One program annotator
(Richard Freed) finds in it “an atmosphere of fairy tales and forest legends -
bird calls, woodland sounds and bluff Slavonic marches.”

The second movement, like the first, opens with a nostalgic, rather sol-
emn theme. A second idea in C major offers a new theme in the flute and
oboe, accompanied by descending scales in the violins. An angry outburst from
the horns leads to a brief, anxiety-filled passage, but sun, warmth and charm
soon return.

The third movement is a graceful waltz that frames a central trio section
announced by a new theme in the flute and oboe. Dvordk borrowed this theme
from his opera The Stubborn Lovers. The waltz returns, and a brief, energetic
coda concludes the movement.

A trumpet fanfare opens the Finale, followed by a charming and carefree
theme in the cellos. Simple and natural as the theme sounds, it caused Dvorak
much difficulty. He wrote ten different versions of it before he was satisfied.
(Beethoven’s “Ode to Joy” theme underwent a similar metamorphosis.) Dvorak
then builds a set of variations on this theme, including an exuberant outburst
from the full orchestra with trilling horns and scurrying strings. A central section
in C minor presents a new march-like idea. When this subsides, Dvorak returns
to the peaceful world of the principal theme, which undergoes further varia-
tions. A rousing coda brings the symphony to a brilliant close.

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, especially Japan.
At Montreal's McGill University he lectured on music for over 25 years.

12/5 Special

15



% Rossen GERGOV

Conductor '

Ovtr--45IILbd7
teiE

T981EFETIWAUPEEN, D« —VEIUBERZTUARIL S - N—H—(CHB
£, ZO%., NVEERICK>TI VIV Y REER(ITBAN, NX b TEEM
DAAS—V v PERESEND. 2007FR T hS—/ JEHEEEIV I —ILA

CNFTICBBCE NYNVTE SWRE (AR YBHES) . U« — V& N\—
CIVE, K-SV REIIFEE. 707 - Jq)b. NUERE, X3Jv hSUR
ERNE. PUUVITIL-ETIVVRBEEEE, HATHEMOF - A MSICEE
2018FDRER T « VEHBEERTIF, VF—F 7, TILAUFZOIVZ /T,
FRBBOERICLZ OIS LATHRBZB U, BLLWWN—N)—ZF5, J
SYwIpOXRYT«vD, BABRITZOFRZHAELTVD,

FIRSEBEELVLCOHI A~V - THI)VIRF—/)N— TUTVYBERREN
BHE, LEELREE (TIVAUY) BREBEEES. TILAU PEUREER
HEREEEZHDI.

Rossen Gergov was born in 1981 in Bulgaria. He studied with Leopold Hager at Universitat fur
Musik und darstellende Kunst Wien. Gergov is a Laureate of Evgeny Svetlanov International
Conducting Competition in 2007. He has performed with orchestras including BBC Symphony,
Bamberger Symphoniker, SWR Symphonieorchester, Wiener Symphoniker, Sinfonieorchester
Basel, Polish National Radio Symphony, Scottish Chamber Orchestra, and Ensemble Modern.
Gergov has appeared at Volksoper Wien and Bregenzer Festspiele, among others. He was
formerly Principal Guest Conductor of State Opera Rousse and Chief Conductor of Bulgarian
National Radio Symphony.
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Shion MINAMI

Violin
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With her 2nd prize at Concours international Long-Thibaud, Shion Minami attracted a great
deal of international attention in 2005. She is one of the most acclaimed talented young vio-
linists. Minami continues her study in Hannover, and at the same time, gives many recitals and
concerts in Japan and Europe. She has performed with orchestras including Orchestre nation-
al de France, Orchestre national de Lille, Orchestra del Teatro di San Carlo, La Scala Chamber
Orchestra and many other Japanese orchestras. She joined the Japan tour of Bilbao
Symphony Orchestra conducted by Juanjo Mena.
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Mari Ohki graduated with her Bachelor's and Master's Degrees from Tokyo University of the
Arts. She studied at Musikhochschule Libeck and Hochschule fir Musik Detmold. She won
the 1st Prize at Internationaler Buxtehude Orgelwettbewerb, the 2nd Prize at Internationaler
Mainzer Orgelwettbewerb, and 3rd Prize at Prague Spring International Music Competition.
She has appeared as a concert organist in numerous cities in both Japan and Europe. She is a
hall organist of Muza Kawasaki Symphony Hall.
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Program notes by Robert Markow

Mendelssohn:
“Ruy Blas™ Overture, 0p.95

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

In 1839, when Mendelssohn was at the peak of fame and glory, the
Leipzig Theatrical Pension Fund asked the composer to write an overture and
song for a benefit production of Victor Hugo’s play Ruy Blas, written a year
earlier. Upon reading the play, Mendelssohn found it “beneath contempt.” He
wrote a romance for the Pension Fund committee, but declared that he was
too busy to produce an overture as well. His sponsors replied that such a work
would undoubtedly take time, and they were willing to wait. “This put me on
my mettle,” wrote Mendelssohn to his mother, and within less than two days
he had dashed off the overture. Mendelssohn conducted the first performance
on March 11, 1839.

The plot involves a valet named Ruy Blas, the Queen of Spain, tangled
love affairs, conspiracies, blackmail, revenge, murder, suicide by poison, con-
fession of guilt and forgiveness — in short, more than enough material to
stimulate a romantic imagination such as Mendelssohn’s. Why he disliked the
play is unknown, and one could not guess this from the dash and spontaneity
with which he infused his score. Mendelssohn never had much faith in this
score, he did not see it published during his lifetime, and even today one rare-
ly encounters the Overture to Ruy Blas, sadly so, for it sparkles with the same
brilliance and blazes with the same intensity of his more famous works.

There are three principal motifs: 1) a stately, chorale-like passage for
brass; 2) the stormy principal theme for strings, which is highly suited to the
emotional turbulence of the story; 3) a second theme for clarinets, bassoons,
and cellos. The coda brings the overture to a triumphant close.

Bruch:
Violin Concerto No.1 in G minor, op.26

I Vorspiel: Allegro moderato
I Adagio
Il Finale: Allegro energico

Max Bruch: Born in Cologne, January 6, 1838; died in Friedenau, near Berlin,
October 2, 1920

Max Bruch is remembered by concertgoers today on the strength of just
two or three works (Kol Nidrei for cello and orchestra, the Scottish Fantasy
for violin and orchestra, and of course, the First Violin Concerto in G minor),
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but we of the twenty-first century have largely forgotten that Bruch was high-
ly regarded in his day, especially for secular choral music.

Bruch was born in Cologne and remained most of his life in Germany,
traveling extensively throughout the country. His career embraced more than
seven decades, and peaked in 1891 when he was appointed professor of
composition at the Berlin Academy, a post he held for nearly twenty years.
The general lack of attention paid to Bruch today may be explained by Sir
Donald Francis Tovey: “He was the type of artist universally accepted as a
master, about whose works no controversy could arise because no doubt was
possible as to their effectiveness and sincerity.”

Bruch began working on his First Violin Concerto in 1857 but put it
aside for nine years. It was taken up again and completed in 1866. Otto von
Konigslow performed the work on April 24, with the composer conducting.
But Bruch was not satisfied with the concerto; after some revisions, he sub-
mitted it to the famous violinist Joseph Joachim for comment. Joachim sug-
gested numerous changes, but rejected the composer’s opinion that, because
of the free-form first movement, it would be better entitled a fantasy than a
concerto. Joachim wrote: “The designation concerto is completely apt.
Indeed, the second and third movements are too fully and symmetrically
developed for a fantasy. The separate sections of the work cohere in a lovely
relationship, and yet — and this is the most important thing — there is ade-
quate contrast. Moreover, Spohr entitled his Gesangszene a concerto!” The
final version was first heard in Bremen on January 5, 1868. Nearly forty years
later, Joachim still ranked the concerto as one of the four greatest of the nine-
teenth century, alongside those of Beethoven, Mendelssohn and Brahms, not-
ing that Bruch’s was “the richest, the most seductive.”

The composer himself had these comments to make regarding his inter-
est in the violin: “In my youth I studied the violin for four or five years. - The
violin seemed to me even at that time the queen of instruments. --- I was des-
tined by nature to write compositions for the voice, and I always studied sing-
ing with special interest and have associated largely with singers. This ten-
dency has, of course, also been displayed in my violin works.”

The first movement, marked “Vorspiel” (Prelude), does not follow the
standard sonata-allegro form. Nevertheless, its dark undercurrent of passion
and drama serves to maintain interest. A brief cadenza precedes the orches-
tral transition to the second movement, the emotional heart of the concerto.
Here we find three distinct themes, some of the loveliest and most lyrical in
the violin repertory. A vigorous, energetic orchestral passage introduces the
third movement. The soloist enters with a full statement of the gypsy-like
theme, played with virtuosic flair across all four strings of the instrument. It
has been suggested that Brahms had this movement in mind when he com-
posed the finale of his own violin concerto. A more expansive and lyrical sec-
ond theme alternates with the first, and the movement builds to an exciting,
brilliant conclusion.

12/10 Special

25



26

12/10 Special

Saint-Saéns:
Symphony No.3 in C minor, op.78, “Organ”

I Adagio - Allegro moderato
Poco adagio

I Allegro moderato
Maestoso - Allegro

Camille Saint-Saéns: Born in Paris, October 9, 1835; died in Algiers,
December 16, 1921

For grandeur, majesty and sheer tonal opulence, few symphonies can
stand beside the Third of Saint-Saéns. The prominent contribution from the
organ, the “King of Instruments,” provides an additional measure of imposing
sonority to the work. Yet this symphony is an anomaly in the composer’s oeu-
vre. First, it is the only one of his five symphonies to achieve any lasting rep-
utation. Saint-Saéns is not much regarded as a “symphonist,” and were it not
for the Organ Symphony, he would have no more importance in this field
than Fauré or Gounod. (Saint-Saéns also left two more numbered and two
unnumbered symphonies, all written many years before the Third.) Second,
there exists virtually no French symphony upon which Saint-Saéns could
have modeled his Third in terms of spaciousness and grandness of design.
The last really great French symphony had been Berlioz’ Symphonie fantas-
tique (1830), which relied heavily on programmatic elements; these are total-
ly lacking in Saint-Saéns’ symphony. Hence, the Organ Symphony was really
the first in a line of grand French symphonies that bore fruit from Franck,
d'Indy and Chausson among others. And third, there is little in Saint-Saéns’
other music to prepare us for this symphony’s monumentality and its undis-
guised attempts to “wow” the audience. Saint-Saéns generally conformed to
the stylistic traits of much French music — charm, elegance, restraint, plus
the transparent scoring, clean outlines and consummate craftsmanship of a
basically classical orientation. The Organ Symphony has all of this, but it has
more as well — much more. Critic Michael Steinberg has dubbed Saint-
Saéns the “master of the immense and effortless fortissimo.”

The Third Symphony was written in early 1886 as the result of a com-
mission from the Royal Philharmonic Society of London. The first perfor-
mance took place in St. James’s Hall in London on May 19 of that year. It was
a gala event of course, with the Prince and Princess of Wales (Edward VII
and Queen Alexandra) in attendance. Saint-Saéns conducted his symphony
after having already appeared as soloist in Beethoven’s Fourth Piano
Concerto in the same concert. The public loved the symphony, and critical
reception was generally favorable, though some critics grumbled about its
unorthodox design. One found “a great deal to admire in this glowing orches-
tral rhapsody,” but declined to call it a symphony. At the first performance in
Paris, Charles Gounod made his famous comment, “There goes the French
Beethoven.”
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The score is, appropriately enough, dedicated to Franz Liszt, who died
just two months after the first performance. Liszt never heard the symphony,
but his influence on the younger composer cannot be overestimated. The
entire Organ Symphony is based on the principle of continual transformation
of a “motto” theme, the very principle that Liszt developed in so many of his
own works. This theme makes its first full appearance in the restless series of
short detached notes in the violins, following the slow, mysterious introduc-
tion. The attentive ear will pick out this theme in its rhythmic and coloristic
metamorphoses throughout the symphony — at varying times flowing and
lyrical, detached and fragmented, broad and noble, or agitated and restless.
The melodic line is also sometimes altered as well.

Although ostensibly in two large parts, the work conforms basically to a
standard four-movement symphony. The first movement contains a contrast-
ing second theme — a gently swaying line in the violins which serves as a
contrast to the first — but it is the first theme (the “motto” ) that is mostly
developed. The Adagio movement is ushered in by soft pedal points in the
organ, and unfolds leisurely in a mood of elevated and lofty contemplation.
After a full, extended pause comes the agitated scherzo-like movement, one
of extraordinary energy and drive. Into its nervous principal theme are
worked fragments of original “motto” material (lightning flashes of wood-
winds). The most exultant moments are reserved for the concluding section,
announced by an enormous C-major chord from the organ. Sonic thrills pile
up to ever greater heights, and the symphony ends in a magnificent blaze of
C major.

For a profile of Robert Markow, see page 15.
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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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The German pianist, Gerhard Oppitz has carried on the German musical tradition from leg-
endary Wilhelm Kempff. His own career opened up internationally in 1977 when he became
the first German to win the coveted Artur Rubinstein International Piano Master Competition.
Oppitz has performed with the world’s most prestigious orchestras, including Berliner
Phitlharmoniker, Wiener Philharmoniker, Symphonieorchester des Bayerischen Rundfunks,
London Symphony, Israel Philharmonic, Philadelphia Orchestra, Cleveland Orchestra, and
Boston Symphony with conductors such as Giulini, Muti, Maazel, Mehta, C. Davis, and
Sawallisch. His discography comprises over 40 titles.
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Program notes by Robert Markow

Brahms:
Piano Concerto No.1 in D minor, op.15

I Maestoso
I Adagio
I Rondo: Allegro non troppo

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

Brahms’s First Piano Concerto grew out of his initial attempt, at the age
of twenty, to write a symphony. Originally the work was conceived as a four-
movement sonata for two pianos, but Brahms declared that “even two pianos
are not quite enough for my needs.” So, with the help of his friend Julius
Grimm, Brahms tried to turn the sonata into a symphony. His difficulty with
the orchestration led to a compromise suggested by Grimm: a piano concerto.
The original Maestoso and Adagio movements were retained as the first and
second movements of the concerto, and a new rondo-finale was written.
Brahms finished the first version of the complete concerto in 1858, and the
premiere took place the following year in Hanover with the composer at the
piano and his friend Joseph Joachim (the famous violinist) on the podium.

The concerto is among the most grandiose and majestic ever written,
and at nearly fifty minutes in length, one of the longest as well. The piano
part is prodigiously difficult, though it often becomes closely woven into the
orchestral fabric, where it loses its soloistic role. Hans von Bulow called this
concerto a “symphony with piano obbligato.” The point was overstated, of
course, but the orchestra’s importance in the concerto far exceeds that of
many nineteenth-century concertos, where the orchestra functions as a mere
backdrop for a flashy virtuoso soloist. These qualities helped ensure that the
concerto would be received with response ranging from cool to outright rejec-
tion. From the viewpoint of the twenty-first century, we can nod in silent
appreciation when Abraham Veinus writes: “The currents set in motion by
Wagner and Liszt governed the last tide that washed upon the modern world.
As nineteenth-century music rolled to its denouement, it carried Brahms with
it as an aloof and disinterested passenger, regarded by the respectful as a
learned iconoclast and by the impatient as a bewhiskered anachronism. The
works of Brahms are the tremendous and impassioned utterances of a proph-
et with no future to predict, with only the splendors of the past to recreate
and humbly worship.”

Although Brahms’s music evokes images of towering strength and mon-
umentality, it is worth noting that, with the exception of an extra pair of
horns, his orchestra for this concerto is no larger than that for Mozart’s
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Overture to The Marriage of Figaro or for Beethoven’s First Symphony, both
composed well over half a century earlier: two each of flute, oboe, clarinet,
bassoon, horn, trumpet and timpani, plus the normal string section.

The opening is one of the most famous in the entire concerto repertory.
The arresting impact of thundering timpani and the stormy turbulence of the
first theme immediately proclaim the broad symphonic sweep, the dark pas-
sion and the elemental grandeur of this movement. In his biography of
Brahms, Walter Niemann wrote: “Never before, not even in Beethoven, has
any instrumental concerto struck such a wild note of passion and revolt,
indeed of demonic terror, as this first movement.” The wonderfully serene,
even devotional mood of the Adagio movement provides just the contrast
needed for the drama of the first. The finale, a rondo movement, is, like the
first, built on a massive scale out of rugged, dramatic materials and sweeping
musical lines.

Beethoven:
Symphony No.5 in C minor, op.67

I Allegro con brio

I Andante con moto
I Allegro

IV Allegro

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna,
March 26, 1827

Every time Beethoven’s Fifth, the world’s most famous symphony,
appears on a program, some voices in the audience will probably be heard
muttering, “What, the Fifth again?” Others will use this as an opportunity to
reacquaint themselves with a work they know only slightly. And still others,
probably the majority, will gladly welcome the Fifth again as an old friend,
eager to delve deeper into its mysterious workings, eager for renewed spiritu-
al nourishment, eager to learn what interpretative insights the conductor will
bring to the work and to judge the performance against a background of
innumerable previous performances, live and recorded, which the listener
may already know. “Masterpieces are capable of infinite self-renewal,” as crit-
ic Lawrence Gilman used to say. To Robert Schumann, “no matter how fre-
quently heard, whether at home or in the concert hall, this symphony invari-
ably wields its power over men of every age like those great phenomena of
nature that fill us with fear and admiration at all times, no matter how fre-
quently we may experience them.”

Beethoven wrote his Fifth Symphony intermittently between 1804 and
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1808, with most of the work accomplished in 1807. The first performance
took place in Vienna’s Theater-an-der-Wien on December 22, 1808. Today,
more than two hundred years later, and with countless performances behind
us, Beethoven’s Fifth has not lost its power to shock and awe. Concertgoers
who believe that music must have a nice tune to be viable need only remind
themselves that, although the first movement contains not a single melody, it
may well be the most universally recognized piece of classical music ever
written. Additional forward-looking elements found in the Fifth include
demands for a greater degree of technical proficiency from the musicians
than in most any previous symphony, solo material for nearly every instru-
ment, the innovative use of the piccolo, contrabassoon and trombones in
purely symphonic music (though they had long been employed in opera
orchestras), and the linking of movements in the scherzo-to-finale.

The opening movement consists almost entirely of an intense, concen-
trated onslaught of a four-note rhythmic cell that unfolds with unparalleled
energy and can leave an audience gasping under its emotional impact.

The second movement provides all the melody the first movement
lacked. It is in double variation form, meaning that Beethoven alternates two
different themes (a favorite device of Haydn, a composer Beethoven adored).
The first is the consoling subject presented in the opening measures by violas
and cellos, the second is heard initially in clarinets and bassoons in
Beethoven’s familiar militaristic vein.

Beethoven did not call the third movement a scherzo, as he had in some
of his previous symphonies, but it is one in all but name with its insistent pul-
sation in rapid triple meter. The “ta-ta-ta-taaah” motif of the first movement
was not absent in the second (it could be heard embedded in the second, mil-
itaristic theme), but in the third it returns with a vengeance, blared forth first
by the horns, then the full orchestra. The contrast provided by the central trio
section could not be greater, the music infused with Rabelesian jollity.

The emotional peak of the symphony arrives in the finale. Traditionally,
the finale represented merely a lightweight, festive ending. But in the Fifth,
the finale assumes a new role, acquiring the status of triumphal solution, the
grand peroration that resolves conflicts and tensions of the preceding move-
ments. Hector Berlioz, always one to respond to innovative genius, is reported
to have met his former teacher, the French composer Francois Lesueur, after
a performance, whereupon Lesueur exclaimed: “It moved and excited me so
much that my head was reeling. One should not be permitted to write such
music.” “Calm yourself,” replied Berlioz; “it will not be done often.”

For a profile of Robert Markow, see page 15.
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