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Toshiaki Umeda graduated from Toho Gakuen School of Music. He studied conducting under
Ozawa, Akiyama, Otaka and Fournet, and studied further at Universitat fir Musik und darstel-
lende Kunst Wien under Suitner. He served as Conductor of Japan Century Symphony, Sendai
Philharmonic and Kanagawa Philharmonic, and as Permanent Conductor of Sendai Philhar-
monic. Umeda has performed with orchestras including Tokyo Metropolitan Symphony, NHK
Symphony, Yomiuri Nippon Symphony, Tokyo Symphony, New Japan Philharmonic, Sidwest-
deutsche Philharmonie Konstanz, and Slovak Philharmonic. He has gained the deep trust of
all orchestras with which he has worked for his astute conducting and his stance of fidelity to
music, making him one of the most promising conductors.
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Beethoven: Coriolan Overture, op.62
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Beethoven: Piano Concerto No.4 in G major, op.58

I Allegro moderato

I Andante con moto
I Rondo: Vivace

AE8 / Intermission (20 %)

R0 SR 7E 485 op70

Dvoréak: Symphony No.7 in D minor, op.70

I Allegro maestoso
I Poco Adagio

I Scherzo: Vivace
IV Finale: Allegro
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Winning the 1st prize at the Music Competition of Japan at the age of 17, Kyoko Tabe stud-
ied at Universitat der Kunste Berlin and won prizes at many competitions including
Internationaler Musikwettbewerb der ARD (Minchen). She has performed with numerous
orchestras such as Symphonieorchester des Bayerischen Rundfunks, Bamberger Symphoniker,
Moscow Philharmonic, and Warsaw Philharmonic, among others. Tabe has released more
than 30 CDs, earning high acclaim both in and out of Japan. She is increasingly becoming
popular for her talent and is the foremost pianist in the country. Tabe is a professor of Toho
Gakuen Graduate School.
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Program notes by Robert Markow

Beethoven:
Coriolan Overture, 0p.62

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

Unlike Beethoven’s Overtures to Egmont, Prometheus, The Ruins of
Athens or King Stephen, which are only the first of a long series of musical
numbers written to accompany a staged play, the Overture to Coriolan
stands alone as an independent work. It was written ostensibly to open a per-
formance of the play by his friend, the Viennese poet and playwright Heinrich
Joseph von Collin (1771-1811), but in fact the more pressing reason was
probably that the composer happened to need a new overture to open his
own concerts, and indeed, the first performance of the Overture took place at
a private concert at the palace of Prince Lobkowitz in March of 1807. The
Coriolan of Collin’s play derives from Shakespeare’s last tragedy, Coriolanus,
and ultimately from Plutarch’s account, works Beethoven himself knew well.

Coriolanus, born Gaius Marcius (late sixth/early fifth century B.C.),
acquired his popular name through an act of extraordinary bravery, by lead-
ing the Romans to victory over their traditional enemy, the Volscians, and
capturing the city of Corioli. For this he received the honorary name
Coriolanus. Nevertheless, back in Rome, he became embroiled in political
issues and found himself exiled. To avenge this terrible injustice, Coriolanus,
in bitterness and fury, switched his allegiance to the Volscians and led them
against Rome. They laid siege to the city, with Coriolanus rejecting all ambas-
sadors and emissaries until the Romans sent his wife, mother and young son.
Coriolanus finally relented, but this so angered the Volscians that they mur-
dered him. (In Collin, this becomes suicide.) Obviously a story like this probes
the trials and tribulations of a human soul, makes heroic attempts to resolve
weighty issues, and involves the conflict of noble ideals (in this case, pride
and love) - all themes close to Beethoven’s heart. In addition, Beethoven
surely felt an affinity with Coriolanus’ qualities of individualism, daring, stub-
bornness and loneliness.

Fourteen introductory bars set the mood by hurling forth stern unisons
in the strings and defiant, slashing gestures from the full orchestra. The con-
flict raging in the hero’s soul is depicted in the contrast between the two prin-
cipal themes. The first theme, in C minor, is full of restless, nervous energy,
music of dark menace and angry expostulations. This eventually gives way to
a soaring, lyrical idea in E-flat major that suggests to many listeners the des-
perate pleading of Coriolan’s mother and wife. Although Beethoven probably
had no specific program in mind, the striking use of silences, the abrupt con-
trasts of agitation and lyricism, the rhythmic restlessness and inner turmoil of
the music all coalesce in a magnificent character portrait.
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Beethoven:
Piano Concerto No.4 in G major, op.58

I Allegro moderato
II Andante con moto
Il Rondo: Vivace

It is the nature of many concertgoers today to test the waters of new
music hesitantly and carefully. Imagine, then, the circumstances under which
Beethoven’s Fourth Piano Concerto was given its first public performance —
as one of seven(!) works all heard by the Viennese for the first time, all by the
same composer, and four of them of major dimensions. This four-hour mara-
thon concert took place on December 22, 1808 in Vienna’s Theater an der
Wien. It was a freezing cold evening, which meant conditions inside the
unheated hall were uncomfortable, to say the least. In addition, Beethoven’s
music was generally considered to be advanced and difficult both to play and
to understand. It was truly a daunting prospect for most concertgoers that
night. Considering the cluttered context in which the Fourth Concerto was
first heard, it is perhaps not so surprising that it failed to leave a vivid impres-
sion. It is music of a lyrical, intimate bent and with great subtlety of expres-
sion, especially in comparison with many of Beethoven’s previous works and
to other works on that marathon concert of premieres.

There are many bold, innovative and radical touches to this concerto.
The most famous and most obvious of these is the unprecedented solo intro-
duction. Up to this time, a concerto had always opened with a long exposi-
tion for the orchestra alone (actually, there was one exception: Mozart had
combined soloist and orchestra in the exposition of K. 271), but here
Beethoven gives the first five bars to the unaccompanied piano playing the
first movement’s principal theme in a mood of quiet restraint. The orchestra
responds in a harmonically remote key (another surprise), and goes on to
present and develop other themes. The soloist re-enters in a quasi-cadenza
passage, and then joins the orchestra in a closely-woven tapestry of themes,
motifs and rhythmic patterns. It is worth noting that the three-note rhythmic
cell that runs like a motto through the entire movement has its direct parallel
in the opening movement of the Fifth Symphony, which was composed con-
currently with this concerto. An abundance of trills, arpeggios, scales and
other virtuosic baggage can be found, but this material is so well integrated
into the musical structure that one never perceives it as empty showmanship.

The slow movement is, if anything, even more compelling and innova-
tive than the first. In just a little over five minutes (one of the shortest slow
movements of any well-known concerto) there unfolds one of the most strik-
ing musical dialogues ever written. Initially we hear two totally different musi-
cal expressions: the orchestra (strings only) in unison octaves — imperious,
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assertive, angry, loud, angular; and the solo piano fully harmonized — meek,
quiet, legato. Over the span of the movement the orchestra by stages relents
and assumes more and more the character of the soloist. Tamed, seduced,
won over, taught, assuaged and conquered are some of the terms used to
give dramatic or literary interpretation to this remarkable musical phenome-
non.

The rondo finale steals in quietly, without pause, bringing much-needed
wit, charm and lightness after the tense, dark drama of the slow movement.
Trumpets and timpani are heard for the first time in the work. Like the first
movement, it is full of interesting touches, including a rhythmic motto and a
sonorous solo passage for the divided viola section. A brilliantly spirited coda
brings the concerto to its conclusion.

Dvorak:
Symphony No.7 in D minor, op.70

I Allegro maestoso
II Poco Adagio

Il Scherzo: Vivace
IV Finale: Allegro

Antonin Dvoifdk: Born in Miihlhausen, Bohemia (now Nelahozeves, Czech
Republic), September 8, 1841; died in Prague, May 1, 1904

The New World may be the most famous of Antonin Dvordk’s nine
symphonies, but many consider the Seventh in D minor to be his greatest.
The composer himself had no small opinion of this symphony, and succeeded
in doubling the initial price offered for it by his publisher Simrock. It is hardly
surprising that the symphony turned out so well, for Dvordk was spurred on
by several important factors.

In 1884, the Royal Philharmonic Society of London conferred on him an
honorary membership, in conjunction with which came a commission to write
a new symphony. Dvofdk’s fame and international stature were by now con-
siderable, and wanting to maintain this standing, he put his best effort into
the work. He even stated that his intention was to write a symphony “which
must be such as to shock the world.” London figured prominently in Dvofak’s
travels (1884 marked his third visit there), but he was a Bohemian nationalist
at heart and wanted his music to bring fame and glory to his homeland. (The
jaunty rhythmic pattern of the third movement is a splendid manifestation of
the native blood coursing through his veins.) His ambition to do his absolute
best was also stimulated by the Third Symphony of Brahms, which Dvotrdk
considered the finest symphony of recent years. Dvofdk’s new symphony was
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written in Prague in the short space of three months. The world premiere was
given by the London Philharmonic on April 22, 1885 with the composer con-
ducting. Dvotdk wrote to Simrock that “it had an exceptionally brilliant suc-
cess,” a view upheld in the press.

The Seventh is the darkest, most intense and most serious of Dvorak’s
symphonies. A sense of inner tragedy and reserved strength pervades
throughout, a quality perceived right in the ominous opening theme in the
lower range of the violas and cellos. This theme almost immediately shows its
capacity for spawning new material; following a quiet echo in the clarinets,
the theme almost continually transforms itself, metamorphosing into a jagged
twisting affair, then into a lyrically sweeping motif for the solo horn before
culminating in a magnificent outburst for the full orchestra. All this may be
considered the first theme group, which is contrasted with the more pastoral
second, a gracefully flowing theme in B-flat major presented by the wood-
winds. From these ideas Dvofak then continues to weave a tautly constructed
movement, arranging the fragments and pieces in a mosaic of superb sym-
phonic logic.

The slow movement opens with an exquisite passage of idyllic charm,
scored for woodwind quartet and harmonized like a Bach chorale. The mood
of other-worldly serenity pervades much of the movement, though there are
occasional emotional disturbances. Donald Francis Tovey found passages of
this movement to equal those of some slow movements in Beethoven and
Bruckner symphonies in their profound and lofty thought.

The Scherzo is propelled by an irresistible dance rhythm, which manag-
es to be simultaneously graceful and powerful. As an added attraction to this
intriguing rhythmic impetus, a flowing counterpoint in the lower strings is
often present as well (it is first heard in the opening bars). The relentless
momentum and dramatic intensity are temporarily checked during the Trio,
which is marked by a relaxed, playful and folksy character.

Unlike Beethoven'’s Fifth or Brahms’s First, this symphony does not trace
the journey from a gloomy, turbulent beginning to a triumphant conclusion.
The mood of dark tragedy and restless defiance continues to the end. Along
the way the finale encompasses moments of passionate lyricism, fearsome
resolve and darkly burnished sonorities. Otakar Sourek described this sym-
phony as “a composition of monumental proportions, unified in all its parts,
bold in design, of material without flaw or fracture, a composition which is
one of the greatest and most significant symphonic compositions since
Beethoven.”

For a profile of Robert Markow, see page 24.
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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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Sun. 25 October 2020, 14:00 at Suntory Hall
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VY- 29— @ | IRKE Tomoshige YAMAMOTO, Concertmaster
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Beethoven: Symphony No.4 in B-ﬂat major, op.60

I Adagio - Allegro vivace
I Adagio

I Allegro vivace

IV Allegro ma non troppo

&8 / Intermission (20 9)
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Brahms: Symphony No.3 in F major, op.90

I Allegro con brio
I Andante

I Poco allegretto
IV Allegro

T REMEEARREZEXL
&R RRE. RRPHUEZER
FR32E | e RBERRRIBEE R

E.. AL LR S Eh S
= (BOEARSERE M LB
FLIC A RITEUAANBAEM X iRES

BhAY -

BRI S AERBRFPEDRB T,

10/25 Special 17



18

10/25 Special

—h~—Jz:
REME 4 & ZORKEA op.60

L—kTqk - Ty e R=h—="T x> (1770~1827) DX EHEAFIL. 18065
DEIAIZEFSN, 10ATAITE/M L. EIdEE, X—h—7Jx %, BIZES
Z GE®) RUFEE (HE) La22H0REHMOBEL2T TITREO TWDR
. FNoEEDDDOTIIRL, FIOFESTLFILWERELTIDELIFL2EZIAD,
— RSB ES 2 EDE, COFEABIZA Ty FPIEEALE->TVWEVWDED, Z
DOZEHZOMPEIE RSN L2 BTNV,

ZORHOR—r—"Tzd, BWENPIEEICTRELL, Wbwd [HIEDOFK]
DEST2HRT, FBARNE»PNIZ18065EITIE, BT/ HEME4AE. T LA/ —
LU (74704)] SETHE (Fih (LA —L) 8E3F%2E&D). 320 (FRETAF—)
WHMUERM, TrA ) BRI E VST BEES R EEABSN TV,

ST, ZofiiconTE. [HERROBE AzBIckENTz, 1Z5F0LzF I vD 27 ]
EVHTANILE - 2= (1810~56) DFFENILHENT WS, BPIC, FEF

BB 2255 3% (i)Y HESE (Edm) tHhBE, F4FE, DalEbl
HENIE. NARVRE=YFLNIGEVIREDENT- R EMICRZ 5,

L2l EIZZOMICIE. HBEIETAILT (BIHFX2UNEI%3+3THL2+2+2

IZREITR) Pyrark—Tary ELER/NTFIOBRIOHMIMIEL) PEHEN
TWED, OBV R VG CREBIRBE L0 54, BEAOFEEZE
TIAEEIPELEIAIIH D, DED. TR AIHENDDY, Tty
FORNWERINERBSNAVNAEHALNTVRDDE, F4HFIL, EEEICIST,
BEZSTZDTTRIZTIDREA RV DOEDLAIEGRIED. TOXH2ZHEHENED
JRWBIRZFFLTCWAEE AL,

FIRE F9—Y3z AuEHE 4904AT~TFLoO-Iqdr—F Zu
B 270287 FRMEVFHYER. 3NEHOFRIT, ZOBEIMNLE
ESZ2E->TWS, FERIEDEFATHI->TEST LOERIIBD. F0Bb1L
OPOREERHL L, BUuRFHOEMELEINI SV MIFTEITSH, —
LICEDPBNAEDICETRICAS,

FE, BuEFAO B EICLIHEALWEIEEE, 77Ivh A—FKL, T7L—
MIOEDDOERZIL—9 HE2EEIN I ENS, BRI CIIEIEEE, 22h
SIRE LT TR RS b N5,

goRE FS—V3 EAEHR 495033 F wrr-vVIryER. EE. £
207 A AV HHROE T R FTRICEL T, EAEFAOFTHEEZRIETSELNWE]
FEEEIT7AFIDHD . TRV IMIRLE2EEIL, BB TR

10/25 Special



LR THES, FHEBIEA T ANTOEERIIED FOERERER N THE
B, TIPS,

ZOREBOKRDYELII, =T AN HPREIELTT /8= - VaPFBEN A&
oD, THIERELTIREBLWA =7 AN —3r T TOREHIHENT
EPNIT ATV AFEIMAEICL T 4282 - VOTIREA I EEEESE 5,

EIRE FLJO-JdqIr—Fx EuRi#l 4503 F ATVUxEEHEA.
FIA (HRIER) #BEd5& [A—B—A—-B—A] &%, WhIIEERERADZ
VY FEE, HFFEHCE-STIE [AXTYR s8N TWBIELHBN. FhUEE
EitcE P NIbOTIE RV,

CORENLT, NIF 5T aAR—TaviikoT. EIHRARDONEE AZEK
DITIILEIMHBZ D, COBBEOEIRBIZZNPE-EHE L, M)A TIEER
fIc. R TEBRICES TGN EE I TbN S, BEORK. AT ILYs
FEHEAIERICEIS T HEZEEBOBRLOHFER., BHESNHREGS TN,

FARE FLoO-T-/V-bOvik BuRifR 450287 [7Lru-~-
I - bayR=3L, LPUBEICZTIERL] EWDEERPHAIBDPHET ., N—bh—
T ANIE B2 EFEHF=80ENIANT) —LOFE (7277 UIEBECI32< 181 74IC
EENT) BEFUSEWT U REDT, COXEBEEEDIHIRZT VR THEETRED
IZOWTIEERRD Do

EhOULELEIKEOE]IFEE, d—ARIHARE2FEICE I FIERDT1F—
LT, fep. BERLUEHAOHEBELZENIRBEG->T 0D, BIRELFARE. EH
I IXE 1 FES Wb NS, BEPIE, FEFICEFLRILI, El7rIvh
OVIIEBEIFETIHRESD. CITEBPEL W ETHONTWS, FE2EHE
OBERIZZIVRYIHEET S,

(EHRBT)
{EBAEIS . 18064FE~108
M R 1807838 Da—v (riiEiEE

RBRA . TIb—h. A—RI2. ISUxRwR2, J7IvR2, RILV2, RSURYR2, T4/ 2,
FYAKEER

10/25 Special

19



20

10/25 Special

Jo—LR:
LEMS 38 N 0p.90

ANAA - TT—LA (1833~97) ODZDORZEMITONT, #FIEZIEELIZ NV A -
Jbe#— (1843~1916) & “TT—LAD () REMW” L5FLIEVD, —F
TTIT—LADKEANTHD, TI— LA OELIZEZATEERFR/ROTIIA
Ry (1850~1921) IIH1IKETHED [F-As—F (N—FEA—~)] OLiFD
EVh=—EEICONT, TT—LADEVRNPSD(F5/2-7- [Frei aber froh (B
HICLALELL) | 2BHI2ERRBEBNTNS,

7oL OTEMICIZIRVEDH B EIFEETH S, LrlafkiL s (B
BEBR— =T D (FHiE) REHOLS7%) HALIICHEHDTIERL,
FEEPELSEVSTEREDIE O EI VY, BLARKEEALIRE. ED
TN nBnEn-o7izb OB HAHT NS,

ZORXEEPEINI-DIZI8IE, TI—LANS0BDOEETH D, SHOBKE
TIFSORIFEBEOOTEIRZA, FEFGOEI LRI —RICEHREZERTS
—ODHBERIOGNTW LD, TI—LADERIZELNPELTD. ZOER
IIZEI L7 NEDOHER D255 2FE D5,

EHANOZBEFEIZERIZIZDY»SRV, T TICISE2EKICHE B SN TV &
WOFLHBL. 1883FEFDIEREMENCT A U IRIT U ITICE BB 7
HBLbND, WFNITELBIEIREICCID1I8E3FEDEITRZ NI —AN—
TUTHEOONTZ, ELVWBRICHENESEVWREOBE, {EHIXIZNED,
FlALREIPOMHEG VD HTZE HFEAINI—F « 2= (1857~93) DR
DO H> TR EBILSRECE2Eb, BMENZRIBLI-ED7, sk
EIBLIEEINBIZEDHBERDZ 51208, LPLT T—LRAXILOPSEHOBHED
IOEIR R EFEINAZEEFTHD TNV LD, ZHLIZBVSHELIOERICITK R
SINTVWBDIEAH D, (£ EFIET1— IR KITm SN T WA,

ZOEMDOREXMEIIRLUTVWAOMERD [F-As—F] OEV—EHTH
%o JTRVETEKTHOESS, EFOAEFTNCEENDA (1) TIRIELINEH
DAs (BA) ZHOTWSDICEIPIEVWERZET TV, S5ICZOEKIC
BEWTEBIEIFEIRENED, EITEINERARRKOANHANGNS, £25
MEIUTEDIFBIDITEFIIZAsEELEY M ERENIBDENTED, S5ITE]
FHEOBIRD TIIHETAsHEDLNS, PrE2EORFEICI->TEHRELEHRED
RODT-VERGEZAZELHLTVWADE, IHLIZTRIFHESKICNWEDZD,
ZNDN) LRI OEMHS LB OT E LA SRR LB RERLHL TV,

1883F12HICVey—FgHE 1 —> - TUIE>TITFONIZANEIL, 7—I— - J%

10/25 Special



L7 (1860~1903) ZZEHET AR T T—LARDIHESHoI2EWVbNSA, Fh
1B bSTRINEICK D> TS, BEZFDHR. 7T —LAITMEBICHEEETIE
EHEL T\ 5,

F1RE FLJsO-3Y-JUF ARE# §iRO BfToEVN-#. the
BERUEOSE I FE, SUENGE2FELEICBEICBEINVFYER. &
MEFREEZRT D BRIIBVWERUZEY MBS EETEH IR DS,

EIRE FUIVT NEH BOPREEBEREIBREE, 750XV
FEFEHIBLWVEAZSEE D, NROICEIEEIIEDEZEOZLD, ZORIEE
DEREIC R 2P LT O/ ZEFEVOR, EFFEEFEMSN. 20%
FEERE LS,

FEIRE R—O-FLILyd NEF ATV I RFEERFOERLEEKE,
M tREER 2R T, ALV EENIR->TL S,

gARE PO ~NEH ARRIOTOEE I EEIHES, 1FEuMaVR—
VCEPNTHEREASHE A, ZHUITERO 52582 drREER o R B 72 F 1 F 12
EOBD, SHIEIEEIRELR, NEROIBRVWVE2EEIRSNS, D
BRI NYHyIE (BRBICBFRIPEENITE) IC&oTEHN» DRI
WCHEBLIZE. ABHOI—FAEES, LPALZOI—FIEHLIWERAZEDED
5h, RLUTHFOHOBR V-7 TIERL, BLSODEBLBEER LS
BHDT. BIRBKEROEIBDOSBICEPRI T2 7% M2 5,

(FHEZ)
{ERBEE(L 1 18834
) B O1883F1282H Da—r NVR-UBSY—EE Da—2- T4l

BB . TIV—B2. F—RI2. 93Uxwh2, J730wh2, JVNST7Iwh RILV4A RS
URYN2, NOVR—23, T4V/VZ, %EK5ED

10/25 Special

21



22

10/25 Special

Program notes by Robert Markow

Beethoven:
Symphony No.4 in B-flat major, op.60

I Adagio - Allegro vivace
I Adagio

I Allegro vivace

IV Allegro ma non troppo

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

“A slender Grecian maiden between two Norse giants” is Robert
Schumann’ s oft-quoted description of Beethoven’ s Fourth Symphony. It was
the Fourth’ s accident of history that placed it between those towering cre-
ations, the Third (Eroica) and Fifth Symphonies, and there is no denying that
the Fourth exists on a somewhat less exalted plane than its neighbors. But
there are different kinds of greatness, and in performance the Fourth invari-
ably stimulates the degree of esthetic satisfaction and listening pleasure
reserved for what we call “masterpieces.” It may lack the implicit theme of
grandiose, heroic struggle that characterizes the Third and Fifth Symphonies,
but “for all its lack of “great issues,” writes David Cairns, “the Fourth contains
as much drama as do the symphonies on either side --- a conflict and eventu-
al reconciliation between, on the one hand, broad lyricism and the long sing-
ing line, and, on the other, rhythmic insistence, violent accents and syncopa-
tion. In energy, the Fourth is inferior to none.”

The first performance, a private one, took place in the Viennese town
house of Prince Lobkowitz on March 15, 1807, with Beethoven conducting.

The symphony’s long, dark, mysterious opening offers no clue to the
buoyancy, joy and ebullience that otherwise mark the work. When the main
Allegro section finally arrives, the effect is not unlike that of the emergence
from a tunnel, from darkness into light. The first theme is announced immedi-
ately in the violins, a theme that will by turns sound airy and graceful or
robust and sturdy, depending on the orchestration. The second theme shows
Beethoven at his most playful: an idea passes through the bassoon, then the
oboe, and finally the flute before finding its lyrical conclusion in the violins.
The clarinet, neglected in this passage, gets to start the closing theme — a
lyrical duet-dialogue with bassoon. The development and recapitulation are
conventionally laid out.

Over a rhythmic pattern that pervades much of the movement, the rav-
ishing principal theme of the Adagio movement unfolds with infinite grace
and rarefied beauty. It is the kind of line, so simple yet so exquisite, that
brings to mind the themes of Mozartian slow movements. Berlioz called it
“angelic and of irresistible tenderness.” An equally haunting spell is woven by
the solo clarinet in the second theme as the line rises and falls in gentle
caresses. Yet, for all its lyricism, moments of insistent rhythmic repetition
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remind us that the dramatic tension of this music lies largely in the very con-
trast of those two elements, melody and rhythm.

Beethoven called the bumptious, frolicsome third movement a
Menuetto, but it is a scherzo in all but name. The whiplash alternations of
loud and soft, the stabbing accents, the rapid tempo and motoric energy all
point to a Beethoven scherzo. Actually, it is a double scherzo, for the con-
trasting, quaintly rustic Trio section, featuring woodwind choir, occurs twice,
resulting in the basic form of Scherzo-Trio-Scherzo-Trio-Scherzo. In
Beethoven’ s typically rough good humor, the final repetition of the Scherzo
is abruptly truncated by a brief, three-bar call from the horns that, as one
writer (Donald Francis Tovey) put it, “blow the whole movement away.”

The finale is a wonderful mix of quicksilver, lightning exuberance,
coiled energy and perpetual motion. In the opening theme, moto perpetuo
sixteenth notes alternate with elegant legato phrases, and throughout there is
a systematic contrast between delicate, airy pianissimo and mock-furious
fortissimo. Grand orchestral climaxes are built up, only to dissolve in wisps
of elusive melody. With a final, masterful gesture, Beethoven reconciles the
two conflicting principles of the symphony — rhythm and melody become
one.

Brahms:
Symphony No.3 in F major, 0p.90

I Allegro con brio
I Andante

II Poco allegretto
IV Allegro

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

Brahms began working on his Third Symphony in 1882. Most of the
work was done between May and October of the following year. When com-
pleted, six years had passed since he had presented his Second Symphony to
the world, and music lovers across Europe were eager to hear the latest sym-
phony from an acknowledged master of the form. The premiere went to Hans
Richter and the Vienna Philharmonic (who had also premiered the Second
Symphony) on December 2, 1883. Brahms received an initial fee equivalent
to U.S. $9,000 upon publication, a princely sum in those days.

The symphony opens with a motto that will dominate not only the first
movement but the entire symphony. The rising sequence of notes F - A-flat -
F functions as a kind of musical genetic code that will determine the nature of
all that follows. It will be heard innumerable times throughout the work, often
transposed, sometimes prominently by itself, sometimes submerged in an
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inner voice, or forming part of a longer line. The movement’ s urgent, plung-
ing first theme is offset by one of contrasting nature — genial, lyrical, smiling
— played first by the solo clarinet, then by violas and oboe. The develop-
ment section, though brief, manages to incorporate nearly every melodic idea
from the exposition at least once.

The two inner movements are distinguished by greater lyricism, intro-
spective melancholy and subdued emotions. The simple but sublimely beauti-
ful opening theme of the second movement, music of pastoral loveliness, is
written in four-part harmony, much like a Bach chorale. Clearly audible at the
end of the phrase is the now-familiar motto. Clarinets and bassoons are the
featured instruments, as they are for the second subject — a plaintive, nos-
talgic, gently rocking theme that will play a major role in the finale as well.

A lyrically flowing theme of autumnal beauty and infinite yearning sung
by the cellos opens the third movement. Not only is this theme of unusual
length, but it repeats and develops continuously, passing through other sec-
tions of the orchestra in a seamless flow. Eventually it pauses to allow a
gracefully lilting new idea to be presented by the woodwinds, which intro-
duces the second part of the movement. The first theme then resumes in the
warm tones of the horn, then the poignant oboe, and finally violins soaring
sweetly in their uppermost register.

The finale is perhaps the symphony’ s most fascinating movement. It
begins with darkly mysterious murmurings, first in the strings, then the wood-
winds. We catch a brief reference to the second theme from the second
movement, then a sudden violent outburst from the full orchestra. More out-
bursts follow. The mood has been unsettled, even menacing, in the key of F
minor, but suddenly, with natural ease, the secret, the music broadens out
into a grandly heroic, soaring theme in C major for cellos and horn. A third
theme follows for full orchestra in C minor — strongly rhythmic, granitic in
its towering strength. Though not long in terms of minutes and seconds, the
movement propels the listener through a great drama of elemental forces.

The struggle and turmoil at last subside. A sense of deep peace settles
over the musical landscape, “like a rainbow after a thunderstorm” (Karl
Geiringer). The extended coda grows ever more autumnal in hue and nostal-
gic in mood as it develops the theme brought back from the second move-
ment in warmly glowing sonorities. The three-note motto makes its final
appearances, now in a mood of infinite tenderness and resignation, first by
the oboe, then by the horn, and finally, as if setting a seal of benediction on
the symphony, by the flute.

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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