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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra,
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. Ono was formerly General Music Director of Badisches Staatstheater
Karlsruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filar-
monica Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music
Director of Barcelona Symphony.
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Alma Mahler (arr. by David & Colin Matthews): Sieben Lieder [Japan premiere]

1. Die stille Stadt EOVRE

2. Laue Sommernacht K[EBDVEDR

3. Licht in der Nacht "D

4. Waldseligkeit HDER

5. In meines Vaters Garten XREADEE

6. Bei dir ist es traut BEVBDEDHRIEWN
7. Erntelied DR

K / Intermission (20 %)

TIbw Do —  ZTERREE3E —55A wAB103

(/I P—20: 1877 F&£25) 60%)

Bruckner: Symphony No.3 in D minor, WAB103 (Nowak:1877 version)
I GemaBgt, mehr bewegt, misterioso ®EIC. KWEITZEST. HHMIC

I Andante: Bewegt, feierlich, quasi Adagio 759> 7 /&E#H->T, HEIC. 79 —Y3/IC
AT )V /MR 2RI
J4F—L/ 770

Il Scherzo: Ziemlich schnell
IV Finale: Allegro
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Mihoko FUJIMURA

Mezzo-soprano
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Mihoko Fujimura is one of the most sought after singers performing internationally. She
was the first Japanese singer who debuted at Bayreuther Festspiele singing a major role.
She had returned to the festival for nine consecutive years. Since then, Fujimura has
appeared opera houses including Metropolitan Opera, Teatro alla Scala, Wiener Staat-
soper, Royal Opera House, and Bayerische Staatsoper. She has also performed with con-
ductors such as Thielemann, Abbado, Mehta, Eschenbach, Haitink, and Chailly, and with
orchestras including Wiener Philharmoniker, Berliner Philharmoniker, Royal Concertge-
bouw Orchestra, and Gewandhausorchester Leipzig.
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Program notes by Robert Markow

Alma Mahler (arr. by David and Colin Matthews):
Seven SoNngs [Japan premiere]

. Die stille Stadt (The Quiet Town) — Richard Dehmel

. Laue Sommernacht (Mild Summer’s Night) — Otto Julius Bierbaum

. Licht in der Nacht (Light in the Night) — Otto Julius Bierbaum

. Waldseligkeit (Forest Bliss) — Richard Dehmel

. In meines Vaters Garten (In My Father’s Garden) — Otto Erich Hartleben
. Bei dir ist es traut (With You It is Pleasant) — Rainer Maria Rilke

. Erntelied (Harvest Song) — Gustav Falke

Nk Wi =

Alma Mahler: Born in Vienna, August 31, 1879; died in New York City, December
11, 1964

Alma Mabhler (or Alma Mahler-Werfel or Alma Schindler-Mahler or Alma
Maria Mahler or Alma Maria Mahler-Werfel) is a recognized composer, but her
fame lives on more for her marriages to and associations with a host of creative
luminaries. She was born into an artistic family (her father was a landscape painter)
as Alma Margaretha Maria Schindler. As a child and teenager she studied piano
and composition, including with Alexander Zemlinsky with whom she maintained
an on-and-off love affair for many years. She married Gustav Mahler, nearly twenty
years her senior, in 1902, having promised to abandon her activity as a composer
upon his insistence. Four years after he died in 1911, Alma married the famous
architect Walter Gropius (their daughter Manon became the inspiration for Berg’s
Violin Concerto), a relationship that began even before Mahler had died. While still
married to Gropius, Alma had an affair with the author Franz Werfel, whom she
married in 1929. In 1938, in the face of encroaching Nazism, they fled to America,
settling first in Los Angeles and later in New York City, where Alma died at the age
of 84, having outlived her first husband by over half a century. In between marriag-
es to Mahler and Gropius she had a torrid affair with the artist Oskar Kokoschka.
American satirist Tom Lehrer described her obituary as “the juiciest, spiciest, raciest
obituary it has ever been my pleasure to read.”

As one measure of the prominence of this cultural icon, Israeli writer Joshua
Sobol and Austrian director Paulus Manker created a stage show called simply
Alma. It opened in Vienna in 1996 and ran for six successive seasons. It also
toured to nearly a dozen cities on three continents in some four hundred perfor-
mances. In 1997 the show was recast as a three-part television mini-series.

Alma Mahler began composing at the age of ten. By the time she met Gustav
in 1901 she had composed most of her catalogue, which included approximately
fifty songs. (Husband Gustav graciously allowed her to resume composing in the
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last year of his life.) Only seventeen songs survive, fourteen of which were pub-
lished during Alma’s lifetime in three collections (1910, 1915, 1924). The songs on
this TMSO program come from the first two. Those seventeen songs that survive
have all been orchestrated by later figures including British conductor Julian
Reynolds and Finnish composer and conductor Jorma Panula. In 1995, the London-
born Matthews brothers David (b. 1943) and Colin (b. 1946) orchestrated seven of
them, which are being presented in their Japanese premiere at this concert. Colin
orchestrated “In meines Vaters Garten” and “Erntelied,” David the other five.

David, like Gustav Mabhler, has also composed ten symphonies. In addition he
has arranged or orchestrated dozens of works from Beethoven and Brahms to
Japanese folk songs and The Beach Boys, as well as nine early songs of Gustav
Mabhler. Colin too is a prolific arranger of other composers’ music, including orches-
trations of all 24 Debussy Preludes and both books of Images. The Matthews have
a further significant Mahler connection — as editors of the published version of
Deryck Cooke’s “performing version” of the draft of Gustav Mahler’s Tenth
Symphony.

Stylistically, Alma’s songs grow from the same soil as Gustav’s — rich in
romantic imagery, intensely atmospheric, sensuous, profound, and often mysterious.
Nature imagery, drooping lines, sighing gestures, and intimate sentiments pervade
these songs. Composed about the same time, and spiritually akin to the shadowy,
twilight world of Zemlinsky’s Lyric Symphony and Schoenberg’s early works like
Verkldrte Nacht, Pelleas und Melisande and Gurre-Lieder, every song is either
about night or makes reference to it in some way. All are through-composed (con-
tinuous progression of music and words, without repetition) except “In meines
Vater’s Garten.” All are tonal and all have key signatures. Although the orchestra is
large, it is used with great discretion, and the vocal lines are always audible.

Bruckner:
Symphony No.3 in D minor, WAB103

(Nowak:1877 version)

I Gemifgt, mehr bewegt, misterioso
II Andante: Bewegt, feierlich, quasi Adagio
Il Scherzo: Ziemlich schnell

IV Finale: Allegro

Anton Bruckner: Born in Ansfelden, Austria, September 4, 1824; died in Vienna,
October 11, 1896

The shadow of Beethoven and his canon of symphonies, especially the Ninth,
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loomed large over the nineteenth century. Two of Dvordk's nine symphonies are in
the key of D minor (the key of Beethoven’s Ninth), and no fewer than three of
Bruckner’s symphonies are in this key. The references to Beethoven in the sympho-
ny we hear at this TMSO concert are too obvious to overlook: the mysterious
opening based on the D minor chord, which slowly takes shape as out of the void;
the vast scale and scope of the symphony (its first movement may well be the lon-
gest first movement written up to that point); the awe-inspiring climaxes; and other
points of reference.

But this is not the “Beethoven Symphony” ; it is the “Wagner Symphony,” and
the name comes from Bruckner himself. The story of how this came about is both
touching and true. Bruckner had been a passionate devotee of Wagner since 1863
when he had heard Tannhduser. In 1873, with his Second Symphony and the
nearly-completed Third under his arm, Bruckner presented himself before the
Master in Bayreuth, begging permission to dedicate one or the other symphony to
Him. Wagner demurred over the Second, but he found much to admire (especially
the opening trumpet call) in the Third. The fact that the Third incorporated several
quotations from Die Walktire, Die Meistersinger and Tristan und Isolde surely
helped to dispose Wagner toward this symphony (all but one of these quotations
were later expunged).

Bruckner was 48 when he produced his Third Symphony (actually the fifth -
there also exist a “study symphony” in F minor from 1863 and a Symphony “No. 0”
in D minor). After completing the Third in 1873, he revised it the following year,
then again more substantially in 1876-77, and still again in 1888-1889. Kazushi
Ono is conducting the 1877 version, which differs substantially from the original,
not only for the cuts Bruckner made, but also with regard to details of orchestra-
tion, dynamics, articulation, and other matters. In this form Bruckner himself led the
Vienna Philharmonic in the first performance on December 16, 1877. (The 1873
original was not performed in Bruckner’s lifetime.) The score was published in 1879
by Theodore Réttig and issued in a critical edition by Fritz Oeser in 1950. Leopold
Nowak made further editorial changes in 1977. (Deremot Gault provides the full
story in June 1996 issue of The Musical Times.)

For a work that impresses with its colossal power and cathedral-like blocks of
sound, Bruckner’s Third Symphony is scored for surprisingly modest forces. There is
no piccolo, no English horn, no harp, not even a tuba. The only percussion is tim-
pani. Except for an extra pair of horns and a third trumpet (and of course a larger
string section), it might be the orchestra for Mozart’s Magic Flute or Don Giovanni.
But no one before 1873 had drawn such monumental, awesome sounds from an
orchestra in a purely symphonic work - not Mozart, not Beethoven, not Berlioz, not
even Bruckner himself. (Wagner certainly had in his operas, but not in sympho-
nies.)

Like all Bruckner symphonies, the Third opens quietly in a mood of hushed
mystery and expectancy. Over an ostinato pattern in the strings, the solo trumpet
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presents the initial idea of the first theme group. The music grows steadily, inexora-
bly to a series of mighty outbursts for full orchestra interspersed with tenderly lyri-
cal responses and pregnant pauses. The sense of breadth is astonishing. Eventually
we hear the second subject, a radiant, flowing double theme for second violins and
violas, each section playing a separate strand of the composite whole. The music
seems to expand into space. Bruckner's favorite rhythmic motif — the interplay of
duplets and triplets — comes to the fore here. There is a third subject consisting of
varied repetitions of a four-note motif for unison brass.

In the Adagio movement there are again three subjects. The movement rises
through successive episodes to its highest peak, though Bruckner has obviously not
yet mastered the art of how to descend from the empyrean heights to which he
brings his listeners. Biographer Gabriel Engel captures the mood of this movement
when he observes that the music “reflects the decades which Bruckner spent in the
baroque splendor of ancient cathedral surroundings. More overwhelming with each
symphony grows this air of grandeur, suggestive of the mighty, domelike structures
of the Houses of God which nurtured and mirrored Bruckner’s lofty spiritual aspira-
tion.”

The third movement is the typical Brucknerian scherzo derived from powerful
rhythmic impulses and hurtling grimly towards its final cadence. Along the way,
Bruckner does find room for music in a lighter vein, and the central Trio is a posi-
tively sunny episode in the spirit of a Ldndler (an easy-flowing Austrian country
dance, similar to the waltz) or folksong.

The complex finale is not without its structural problems, yet one cannot but
be impressed by the colossal musical building blocks Bruckner assembles. At sever-
al points in the movement we hear episodes featuring an almost obsessive preoccu-
pation with syncopation, which causes half the orchestra to sound like it is slightly
behind. An apotheosis based on the symphony’s opening trumpet theme brings the
symphony to a splendiferous conclusion.

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.
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Violinist, conductor and composer Pekka Kuusisto is renowned for his artistic freedom
and fresh approach to repertoire. He is Artistic Director of Norwegian Chamber Orches-
tra, Principal Guest Conductor & Artistic Co-Director of Helsinki Philharmonic, Collabora-
tive Partner of San Francisco Symphony, and Artistic Best Friend of Deutsche Kammer-
phitharmonie Bremen. Recent years, Kuusisto has performed with orchestras such as Ber-
liner Philharmoniker, Gewandhausorchester, Boston Symphony, Cleveland Orchestra, Los
Angeles Philharmonic, and Mahler Chamber Orchestra. He has appeared as a guest con-
ductor with Deutsches Symphonie-Orchester Berliin, Philharmonia Orchestra, and
Gothenburg Symphony, among others. Kuusisto is an enthusiastic advocate of contempo-

rary music and a gifted improviser. He plays the Antonio Stradivari Golden Period ¢.1709
‘Scotta’ violin, generously loaned by an anonymous patron.
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Sun. 21 April 2024, 14:00 at Suntory Hall

BE-IrA7U @ Ry —U X pekka KUUSISTO, Conductor & Violin
IV —hKIRAI— @ %%BE'E‘& Tatsuya YABE, Concertmaster

AP IVT A O 7 A F U NGESEREE (PUZ) op.8 nos.1-4 (404)

Vivaldi: Violin Concertos, op.8 nos.1-4, Le quattro stagioni

I F UG KRR op.8-1 &
Violin Concerto in E major, op.8-1, La primavera
I Allegro I Largo 1 Allegro
JrA AU MES op.8-2 [E]
Violin Concerto in G minor, op.8-2, L'estate
I Allegro non molto - Allegro I Adagio - Presto II Presto
I7A FUVGER ~NREE op.8-3 [
Violin Concerto in F major, op.8-3, L'autunno
I Allegro - Larghetto - Allegro assai I Adagiomolto I Allegro
D7 A F U5 ~NEH op.8-4 [£]
Violin Concerto in F minor, op.8-4, L'inverno
I Alegrononmolto I Largo I Allegro - Lento - Allegro

FrvNO / BEJGEE  Mari YAMAGATA, Harpsichord

{AE8 / Intermission (20 %)

NR—h—T 1  TEHE 7 T (KA op92 Gow
Beethoven: Symphony No.7 in A major, op.92

[ Poco sostenuto - Vivace
I Allegretto

I Presto

IV Allegro con brio
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Program notes by Robert Markow

Vivaldi:
Violin Concertos, op.8 nos.1-4, The Four Seasons

Violin Concerto in E major, op.8 no.1, SPRING
I Allegro 1 Largo II Allegro

Violin Concerto in G minor, op.8 no.2, SUMMER
I Allegro non molto - Allegro I Adagio - Presto  II Presto

Violin Concerto in F major, op.8 no.3, AUTUMN
I Allegro - Larghetto - Allegro assai I Adagio molto  II Allegro

Violin Concerto in F minor, op.8 no.4, WINTER
I Allegronon molto I Largo 1II Allegro - Lento - Allegro

Antonio Vivaldi: Born in Venice, March 4, 1678; died in Vienna, July 28, 1741

Although often referred to as violin concertos, Vivaldi’s Four Seasons are
really four examples of the concerto grosso, a popular Baroque genre in which a
soloist or small group (concertino) is contrasted with the larger forces (ripieno) —
usually a string ensemble plus harpsichord or other keyboard instrument. The for-
mal layout of these works is fairly consistent: in the two outer movements, varying
episodes from the concertino are interspersed with a full or partial return of the
opening material played by the ripieno; the central slow movement usually con-
sists of a long-breathed, lyrical line for the featured soloists. Each of Vivaldi’s “sea-
sons” is portrayed as a short, three-movement work of about ten minutes’ duration
featuring solo violin, and is laid out in the standard fast-slow-fast format common
to the age. The Four Seasons are actually only the first four parts of a twelve-part
opus, collectively known as Il cimento dell’ armonia e dell’ invenzione (The
Contest of Harmony and Invention), published in Amsterdam in 1725. Hence, these
works are both contemporaneous with and stylistically linked to Bach’s
Brandenburg Concertos.

The Four Seasons represents one of the most famous examples of “program
music” (music specifically intended to depict events, characters, places, objects,
moods, etc.). Program music had been written before The Four Seasons (which
appeared during the 1720s), of course, especially in the form of battle music and
bird calls. However, The Four Seasons stands out not only as some of the most
graphically descriptive music ever written, but historically as the first music of this
type to enter the popular repertory.

The seasons have been a subject of great interest to composers down
through the ages. Joseph Boismortier and both Alessandro and Domenico Scarlatti
all wrote cantatas about the seasons before Vivaldi treated the subject. Haydn’s
choral masterpiece, Glazunov’s ballet and Tchaikovsky’s piano pieces are perhaps
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the best known examples after Vivaldi, but there are dozens of others.

Superimposed on the formal design of these three-movement structures is a
host of musical simulations of bird calls, atmospheric conditions, animal cries,
sounds of nature (various types of wind, thunder, rain, the murmuring of swaying
grass, babbling brooks), peasant dances and even an attempt to describe a man
walking on ice. At the head of each “season” in the score, Vivaldi has inscribed a
sonnet, probably by himself, with cue marks to indicate precisely where in the
music each image of the text occurs

SPRING: I. — Spring arrives, greeted by happy birds, bubbling brooks and
gentle breezes. II. — A goatherd lies asleep in the flowery meadow amidst murmur-
ing grasses, his dog beside him. III. — Nymphs and shepherds celebrate the bril-
liance of a new-found spring in a peasant dance, accompanied by bagpipes.

SUMMER: I. — Man and beast languish beneath the scorching sun. A shep-
herd senses an approaching storm. II. — The shepherd is further troubled by the
rumblings of distant thunder, as well as by angry insects. III. — A full-blown storm
movement, replete with graphic pictorial devices to represent thunder, lightning,
hail and sheets of wind-driven rain.

AUTUMN: I — A merry celebration of the harvest in song and dance, lead-
ing to a drunken stupor. II. — Cool breezes waft over the peasants in their blissful,
carefree slumber after the revelry. III. — A hunting scene.

WINTER: I. — Icy sound effects, shivering from the cold, the chattering of
teeth, the stamping of feet to keep warm, and the howling of the frozen wind are
all portrayed in this realistic mood piece. II. — A scene of quiet contentment before
the warm fireplace. III. — Walking cautiously on the ice, then running recklessly
and falling repeatedly; a brief, welcome return of the summer wind; ferocious rag-
ing winter winds resume with a vengeance, offering a unique entertainment for the
time of year.

Beethoven:
Symphony No.7 in A major, op.92

I Poco sostenuto - Vivace
II Allegretto

I Presto

IV Allegro con brio

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

For sheer visceral excitement, there are few works in the orchestral repertory
to match Beethoven’s Seventh Symphony. Wagner accurately described the
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essence of the music by dubbing it “the Apotheosis of the Dance,” though it is
doubtful he expected it actually to be choreographed, as has been done on several
occasions.

The symphony was first heard at a gala benefit concert for wounded Austrian
and Bavarian soldiers given in Vienna on December 8, 1813.

The introduction to the first movement is the longest such passage
Beethoven, or anyone else up to that time, had ever written for a symphony,
amounting almost to a whole movement in itself and lasting a third of the
movement’s approximately twelve minutes. In addition to having its own pair of
themes, the introduction defines the harmonic regions that will have reverberations
throughout the rest of the symphony. The tonic key of A major is emphatically
established in the opening “call to attention” ; excursions then follow to C major
(the lyrical oboe theme that arrives after the succession of rising scales in the
strings) and F major (the lyrical theme later in the flute). So important to the
symphony’s grand structural design are these three keys that Robert Simpson has
deemed them “more like dimensions than keys.”

The transition to the movement’s main vivace section is scarcely less imagi-
native and extraordinary, consisting as it does of 68 repetitions of the same note
(E) to varied rhythms; these eventually settle into the rhythmic pattern that per-
vades the entire vivace. From here Beethoven propels us through a sonata-form
movement of enormous energy, bold harmonic changes, startling alternation of
loud and soft, and obsessive rhythmic activity.

The second movement (Allegretto) is hardly a “slow” one, but it is more
restrained and soothing than the frenetic first movement. Again, an underlying
rhythmic pattern pervades. The virtually melody-less principal subject in A minor is
heard in constantly changing orchestral garb. There is also a lyrical episode of sur-
passing beauty in A major (woodwinds) and a stormy fugato built from the princi-
pal theme.

The third movement is a double Scherzo and Trio in F major (one of the har-
monic pillars of the symphony). The slower Trio section, with its accordion-like
swells and strange, low growls from the second horn, is believed by some to have
been based on an old Austrian pilgrims’ hymn. Following the customary Scherzo-
Trio-Scherzo format, the Trio is presented complete a second time, and then again
the complete Scherzo. With characteristic humor, Beethoven threatens to present
the Trio still a third time ( “What, again?” is the expected reaction from the listen-
er), but suddenly he dismisses it with five brusque chords from the full orchestra,
and we are ready for the next movement.

The whirlwind finale, like the previous movements, is built from a single
rhythmic cell. The Dionysian energy that infuses this movement has caused many
listeners, in the words of Klaus G. Roy, to “come away from a hearing of this sym-
phony in a stage of being punch-drunk. Yet it is an intoxication without a hang-
over, a dope-like exhilaration without decadence.”

For a profile of Robert Markow, see page 26.
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kunste
Berlin. After winning the 1st prize at Karajan International Conducting Competition in
1973, he has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Sym-
phonieorchester des Bayerischen Rundfunks, Orchestre philharmonique de Radio France,
Chicago Symphony, Boston Symphony, and Orchestre symphonique de Montréal, among
others. Currently, he serves as Honorary Conductor for Life of TMSO, Honorary Music
Director for Life of Kyushu Symphony, Honorary Music Director of Nagoya Philharmonic,
and Special Guest Conductor of Kanagawa Philharmonic.
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Program notes by Robert Markow

Schubert:
Symphony No.7 in B minor, D759, “Unfinished”

I Allegro moderato
II Andante con moto

Franz Peter Schubert: Born in Vienna, January 31, 1797; died in Vienna, November
19, 1828

Despite much scholarly research, we still do not know for certain why
Schubert’s B-minor Symphony lies unfinished. Numerous stories and theories, many
of them romantically-tinged, have been advanced to explain the mystery: that
Schubert lost interest, that he forgot about it, that he saw no possibility of perfor-
mance, that the remaining movements were lost, that the symphony is complete in
its two-movement format, and so on. Evidence strongly suggests that Schubert
deliberately, though reluctantly, abandoned the project when he realized that he
could not write a third and fourth movement on the same exalted level as the first
two. Supporting evidence includes the fact that there exists a large number of other
unfinished works from the same period of Schubert’s life (many of them in minor
keys), and that all Schubert’s preceding symphonies, as well as the Great C-Major
that followed, are in four movements. Furthermore, we now know that an almost
complete, notably inferior Scherzo for the B-Minor Symphony was sketched out for
piano, with nine bars orchestrated. Schubert realized that he was charting a new
course at this point in his creative life, and that this new symphony would have to
take into account what Beethoven had done in symphonic thought. Uncertain of
how to proceed, he abandoned the symphony, unfortunately forever.

Schubert worked on the B-minor Symphony in the fall of 1822, then put it
aside to devote his attention to the Wanderer Fantasy. When the Styrian Music
Society of Graz conferred on him an honorary diploma (a rare public recognition of
Schubert’s achievements in his lifetime) in April of 1823, Schubert offered the
incomplete symphony to the Society as a token of gratitude. In all likelihood he still
intended to complete the symphony, but wanted the Society to have a new work of
substantial proportions, even if still incomplete. The Symphony then passed into
private hands and did not resurface until 1860, 32 years after the composer’s death.
Five more years passed before the symphony received its first performance, which
Johann Herbeck conducted in the large Redoubtensaal in Vienna’s Hofburg.

Melancholy, yearning and sadness seem to pervade the music, relieved by
periodic episodes of gorgeous melody. The symphony opens in dark mystery with a
theme in the low strings. Softly murmuring violins continue, the line decorated by
oboe and clarinet. Cellos sing — and that is the only word for it — the lilting, waltz-
like second subject. These ideas are later developed and build to a powerful cli-
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max. The second movement opens with a theme of angelic sweetness, followed by
a plaintive, slowly rising theme in the clarinet. Twice this material builds to stormy
emotional heights. The movement closes in a haze of seraphic serenity.

Schubert:
Symphony No.8 in C major, D944, “The Great”

I Andante - Allegro ma non troppo
I Andante con moto

Il Scherzo: Allegro vivace

IV Finale: Allegro vivace

Of all the great composers, Schubert’s life was the shortest. His death at the
tragically early age of 31 leaves us with the sobering thought that everything he
wrote is actually an “early” work. His crowning achievement in the symphonic
medium, the Symphony No. 8 in C major, was written in the final years of his short
life. Its nickname, The Great, refers not to a value judgment, much deserved
though it may be, but to a need to distinguish it from an earlier Schubert symphony
in C, now called The Little C Major (No. 6).

This symphony belongs to that category of masterworks that lay quietly on
the shelf for years until accidentally “discovered.” At least that is the story generally
handed down in countless record annotations, program notes and popular biogra-
phies. Recent research has provided a slightly different story. Robert Winter, a pro-
fessor at UCLA and co-editor of the scholarly journal [9th-Century Music, has
noted that “at some point between the summer of 1827 and Schubert’s death in
November of 1828, the work received at least a reading at a rehearsal of the
orchestra of the Vienna Society of Friends of Music. Otto Biba, former archivist of
the Society writes that “paper and scribal evidence make it clear that sometime in
the early 1830s, and for an undetermined occasion, several duplicate orchestral
parts were prepared. Moreover, the finale of the symphony was performed at a
public concert in Vienna in 1836.”

For bringing the symphony to light again, we have Robert Schumann to
thank. He was in Vienna in January of 1839 to pay his respects to the city’s musical
heritage. In the course of a meeting with Schubert’s brother Ferdinand, Schumann
was shown a pile of manuscripts, among which was the C Major Symphony.
Schumann wrote about the experience: “The riches that lay piled up there made
me tremble with pleasure. Where to begin, where to stop? Who knows how long it
would have lain there in dust and darkness, had I not immediately arranged with
Ferdinand Schubert to send it to the management of the Gewandhaus Concerts in
Leipzig?” The conductor of this orchestra, Felix Mendelssohn, took it immediately
to heart and performed it three times, though in drastically reduced form.
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Mendelssohn reported that “it is, without doubt, one of the best works we have
lately heard. Bright, fascinating, and original throughout, it stands at the head of
his instrumental works.” Berlioz summed up his own reaction by saying that “This
symphony is, to my thinking, worthy of a place among the loftiest productions of
our art.”

The numerous cuts Mendelssohn introduced into the symphony are easily
understood in historical perspective. Except for Beethoven’s Ninth, this was the lon-
gest symphony written to date. It also seemed, to many, to be unnecessarily repeti-
tive. Schumann thought differently, dubbing it the symphony “of heavenly length,”
an opinion shared by most listeners today. Another point of historical interest is the
prominent use of trombones in all four movements. The symphony was deemed
extremely difficult to play right from the beginning, and the years have not consid-
erably lessened demands made on the orchestra. The final movement in particular
is one of the most taxing in the repertory for the string players, who must repeat
the same rhythmic pattern (a quick triplet) hundreds of times.

The symphony is so rich in wonderful moments, memorable themes and
imaginative orchestration that only a few can be mentioned here: those magical
opening bars — a soft call played by two horns in unison; the enormous buildup of
tension that is finally released when the slow introduction passes into the Allegro
section; the plaintive oboe theme of the second movement; that haunting passage
in the same movement where the horns repeat the note G nine times, ever more
softly, ushering in a return of the oboe’s principal theme; the Viennese grace of the
third movement’s central Trio section, which musicologist Donald Francis Tovey
called “a huge single melody — one of the greatest and most exhilarating melodies
in the world” ; and the sheer length and majestic breadth of the Finale — some 1,155
measures, culminating in a coda of colossal power and blazing glory.

For a profile of Robert Markow, see page 26.
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