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About the Cover
It is a chilly night during the holiday season: the
stage is warm and brightly lit, the musicians move
their bodies in unison and the audience listens
from close and comfortable seats. Is it stretching
things, on such an evening, to discover similarities
between Orchestra Hall and a familiar room with
a hot and dancing hearth at its center? Whether
you think so or not, we hope the music you enjoy
here this month becomes a memorable part of
your holidays and season's celebrations.
Photo by Peter Berglund
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The Dale Warland Symphonic Chorus
In the six seasons since its formation, the Dale Warland
Symphonic Chorus has performed with the Minnesota
Orchestra in such works as Beethoven's Ninth Symphony,
Verdi's Requiem and the world premiere of Stephen Paulus'
UJices. Most recently the chorus and the Orchestra joined
forces last August in Aida-one of many Viennese
Sommerfest collaborations which have also included concert

,performances of Turandot, Fidelio, Otello and Tosca. At the
core of the chorus is the pale Warland Singers, one of the few
fully professional choral groups in the V.S. Years of concert
tours, music festival appearances, residencies and' works
commissioned for the group by such composers as Dominick "
Argento, WilliamSchuman and George Shearing have given
the Singers international stature.

DaleWarland, music director of the Dale' Warland· '
Symphonic Chorus and the Dale Warland Singers, is active

. throughout the country as a guest conductor; lecturer,
composer and arranger. Among his many conducting credits
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Minnesota Orchestra
Edo de Waa~ Music Director

Subscription Concerts
EDO de WAART conducting,

NAN CY MAULTSBY, mezzo-soprano
WOMEN OF THE DALE WARLAND SYMPHONIC CHORUS

DALE WARLAND, Music Director
SIGRID JOHNSON, Associate Conductor

METROPOLITAN BOYS CHOIR OF MINNEAPOLIS/ST. PAUL
BEA HASSELMANN, Music Director

Wednesday, November 29, 1989, 8 p.m./Orchestra Hall
Friday, December 1, 1989, 8 p.m./Orchestra Hall

Saturday, December 2, 1989, 8 p.m./Ordway Music Theatre

GUSTAV MAHLER
Symphony No. 3 in D minor

Part I
1. Kraftig. Entschieden (Forceful. Decisive)

Part II
2~ Tempo di Menuetto. Sehr massig (Very moderately)
3. Comodo. Scherzando. Ohne Hast (Unhurriedly)
4. Sehr langsam. (Very slow). Misterioso.
5. Lustig im Tempo und keck in Ausdruck

(Joyous in tempo and jaunty in expression)
6. Langsam. Ruhevoll. Empfunden (Slow. Calm. Deeply Felt)

Performance time is approximately one hour and 30 minutes.
There will be no intermission.

Please be sure the electronic signal on your watch or pager is switched off before the concert begins.

These Minnesota Orchestra programs are broadcast nationally on stations of the American Public Radio
Network. Friday night's concert can be heard live throughout the region on Minnesota Public Radio,

including KSJN-FM, 91.1 in the Twin Cities. The Minnesota Orchestral Association and the H.B. Fuller
Company underwrite the broadcasts.

EdodeWaart
(Biography appears on page 14.)

Nancy Maultsby
Mezzo-soprano Nancy Maultsby, who made her Minnesota
Orchestra debut last September during the season-opening
performances of Mahler's Symphony No..2, is increasingly
in demand as an orchestral soloist. She has performed in
VaughanWilliams' Serenade to Music and Beethoven's Choral
Fantasy with the Indianapolis Symphony Orchestra, Handel's
Belshazzar with the Indiana V niversity Orchestra and
Durufle's Requiem with the Spoleto Festival Orchestra. On
the opera stage, she has sung roles in Dialogues of the,
Carmelites, Dido and Aeneas, Hansel and Gretel and Madame
Butterfly with such companies as the Indiana V niversity

, Opera Theater, Westminster Opera Theater and the Opera
, Theater of Saint Louis. Holder of a master's degree in music
from Indiana University, Maultsby is the formerstudent of
Margaret Harshaw and Lindsey' Christiansen. '
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My symphony will be
something the world
has never heard
before"!In it Nature
herself acquires a
voice and tells secrets

. so profound that they
are perhaps glimpsed
only in dreams!
-Mahler to Anna
von Mildenburg, July
18,1896

are performances with the Swedish Radio Choir, the Danish
Radio Choir, the Oregon Bach Festival Chorus and the
Mormon Tabernacle Choir. Now serving as choral advisor to
Oxford University Press, Warland was recently honored as
1989 Alumnus of the Year of the University of Southern
California.

Metropolitan Boys Choir
The Metropolitan Boys Choir is an organization of 300 young
men from the Minneapolis/St. Paul Area. The boys range in .
age from fiveto sixteen. Founded in 1971by their director, Bea -
Hasselmann, they received the title' 'Minnesota's Young
Ambassadors of Song' , from the late Hubert H. Humphrey.
Annual tours have taken the choir throughout the United
States. Foreign tours have introduced these musical
ambassadors to audiences in Canada, Germany, Norway,
Denmark, Sweden, England and Wales. They have been
invited on numerous occasions to sing for the Music
Educators National Conference and the American Choral
Directors Association's state and national conventions. The
choir also has performed for many major political and sports
events. The Metropolitan Boys Choir has appeared in
concerts with the Minnesota Orchestra for eleven seasons.
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Program Notes by Michael Steinberg

Gustav Mahler
Born July 7, 1860, Kalischt, near the Moravian border of
Bohemia; died May 18,1911, Vienna

Symphony No.3 in D minor

Instrumentation: 4 flutes (2 doubling piccolo), 4 oboes (one
doubling English horn), 3 clarinets (one doubling bass
clarinet) and 2 high clarinets in E-flat, 4 bassoons (one
doubling contrabasson), 8 horns, 4 trumpets, posthorn, 4
trombones, bass- and contrabass tuba, timpani, glockenspiel,
snare drum, triangle, tambourine, bass drum with cymbal
attached, suspended cymbals, tamtam, birch brush, 2 harps
and strings, with contralto solo, women's chorus and boys
chorus

The following commentary on
Mahler's Symphony No.3 was umtten
by Michael Steinberg, the Minnesota
Orchestra's artistic advisor, for
performances of the work in 1987bythe .
San Francisco Symphony. It tS .
reprinted here by kind permission. \
Summarizing the history of the Third
Symphony, the author notes that
Mahler did his main work on the

symphony in the summers of 1895, when he composed the
second, third, fourth, fifth and sixth movements, and 1896,
when he added thefirst. Two songs, "Ablcsung im Sommer' ,
(' 'Relief in Summer' ') and "Das himmlische Leben" (' 'Life
in Heaven' '), provide source material for some of the work, and
they go back to about 1890 and February 1892, respectively.
Mahler made final revisions in May 1899. The symphony was
introduced piecemeal. Arthur Nikisch conducted the second
movement, then presented as Blumenstiick (Flower Piece),
with the Berlin Philharmonic on November 9, 1896; Felix
Weingartner gave the second, third and sixth movements with
the Royal Orchestra, Berlin, on March 9, 1897. The composer
himself conducted thefirst completeperformance at the Festival
of the Allgemeiner Deutscher Musikverein at Krefeld on
June 9, 1902, and the score was published that year byJosef
.Weinberger of Vienna.

The Symphony No.3 was given its United States premiere at
the Cincinnati May Festival on May 9, 1914, led by Ernst
Kunwald, the Austrian conductor who two years earlier had
been appointed music director of the Cincinnati Symphony
Orchestra. Not until February 17,1950 was the work given its
first performance here by the then Minneapolis Symphony
Orchestra under Antal Dorati. Twenty-three years later, on

.February 22-23, 1973,it was again performed by the Minnesota
Orchestra, on this occasion under associate conductor George
Trautwein,. who substituted for the ailing guest conductor,
James Leoine. On February 11 and 13, 1981 the Third
Symphony was presented here under the direction of Klaus
Tennstedt, the Orchestra's principal guest conductor. The last
performances here took place on December 4-6-7, 1985, with
Charles Dutoit, then principal guest conductor, on thepodium.
This season's performances under Edo de Waart mark only the
fifth time in 39years that Mahler's Third Symphony has been
offered at these subscription concerts.

"Any ass can see that," said Brahms when someone
pointed out the resemblance of the big tune in the finale of his
First Symphony to the one in Beethoven's Ninth. It is not



recorded what Mahler said when someone-and someone
must have-remarked on his beginning his Third Symphony
with the Brahms First, as it were.* Mahler was neither
forgetful nor a plagiarist, and fifty years ago Donald Francis
Tovey asserted the view, then considered heterodox, that
, 'we cannot fallback upon the device of classifying Mahler as
one of the conductor-composers who have drifted into
composition through the urge to display their vast memories
as experienced conductors.' , No, this beginning is allusion and
reference, both to a particular monument of the symphonic
tradition and to a type of triumphal song. Mahler lived
ambivalently in tradition, wanting at the same time to be part
of it and, in Henry-Louis de La Grange's word, to "insult"
it. The Third, the biggest of Mahler's symphonies as well as
the most extraordinary in proportions and design, is the most
massive of his insults.
, When Mahler, then near to completing his Eighth
Symphony, visited Sibelius in 1907,the two composers argued
about "the essence of symphony." Mahler rejected his
colleague's creed of severity, style, and logic, saying that' 'a
symphony must be like the world. It must embrace
everything.' , Twelve years earlier, while actually at work on
the Third, he had remarked that to "call it a symphony is really
incorrect as it does not follow the usual form. The term
'symphony'-to me this means creating a world with all the
technical means available."

The completion of the Second Symphony the previous
summer has given him confidence, and he was sure of being
"in perfect control" of his technique. Now, in the summer of
1895, escaped for some months from his duties as principal
conductor of the Hamburg Opera, installed in his new one-
room cabin at Steinbach on the Attersee some twenty miles
east of Salzburg, with his sister Justine and his friend Natalie
Bauer-Lechner to look after him (this most crucially meant
silencing crows, waterbirds, children, and whistling
farmhands), Mahler set out to make a world to which he gave
the overall title The Happy Life-A Midsummer Night's
Dream (adding "not after Shakespeare, critics and
Shakespeare mavens please note' ').

- Before he wrote any music, he worked out a scenario in five
sections, titled What the Forest TellsMe, What the Trees Tell
Me, What TwilightTells Me (' 'strings only," he noted), What
the Cuckoo TellsMe (scherzo), and What the ChildTells Me.
He changed allthat five times during the summer as the music
began to take shape in his mind and, with a rapidity that
astounded him, on paper as well. The Happy Life disappeared,
to be replaced for a while by the Nietzschean Happy Science
(first My Happy Science). The trees, the twilight, and the
cuckoo were all taken out, their places taken by flowers,
animals, and morning bells. He added What the Night Tells
Me and saw that he wanted to begin with the triumphal entry
of summer, which would include an element of something
Dionysiac and even frightening. In less than three weeks he
composed what are now the second, third, fourth, and fifth
movements. He went on to the adagio and, by the time his
composing vacation came to an end on August 20, he had
made an outline of the first movement and had composed two
independent songs, "Lied de Verfolgten im Turm" (' 'Song of

"Brahms, who looked at the score of Mahler's Second Symphony and found its scher-
zo to be a piece' 'bordering on genius," saw none of the Third. Mahler at this time
always paid a summer visit to Brahms at Bad Ischl, close enough to his own house
at Steinbach for a pleasant bicycle trip. "Von Zeit zu Zeit seh ich den Alten gem"
("From time to time I enjoy seeing the old man"), said Mahler, quoting Goethe's
Mephistopheles on the subject of his visit to the Lord. "Gloomy and hating life,"
the old man was nonetheless friendly to Mahler, though impossible to draw out on
music or any other subject of intellectual content. That he asked to have one of Mah-
ler's scores sent to him was an amazing departure from his usual reserve.

the Persecuted Man in the Tower' ') and "Wo die schiinen
Trompeten blasen" ("Where the Lovely Trumpets Sound").
It was the richest summer of his life.

In Iune 1896 he was back at Steinbach. Over the winter he
had made some progress scoring the new symphony and had
complicated his life by an intense and stormy affair with a
young, superlatively gifted dramatic soprano newly come to
Hamburg, Anna von Mildenburg. Now, as Mahler worked, he
came to realize that the awakening of Pan and the triumphal
march of summer wanted to be included in a single
movement.* He also saw, to his alarm, that the first movement
was growing hugely, that it would be more than half an hour
long, and that it was getting louder and louder. He deleted his
finale, What the Child Tells Me, which was the "Life in
Heaven" song of 1892 and which he put to work a few years
later to serve as finale to the Fourth Symphony. That
necessitated rewriting the last pages of the adagio, which had
now become the finale, but essentially the work was under
control by early August. The Happy Science was still part of
the title at the beginning of the summer, coupled with what
had become A Midsummer Noon's Dream, but in the eighth
and last of Mahler's scenarios, ·dated August 6, 1896, the
superscription is simply A Midsummer Noon's Dream, with
the following titles given in the individual movements:
First Part: Pan Awakes. Summer Comes Marching In

(Bacchic procession.)
Second Part: What the Flowers in the Meadows Tell Me

What the Animals in the Forest Tell Me
What Humanity Tells Me
What the Angels Tell Me
What Love Tells Me

At the 1902 premiere, the program page showed no titles
at all, only tempo and generic indications (Tempo di
Menuetto, Rondo, Alto Solo, etc.). "Beginning with
Beethoven," wrote Mahler to the critic Max Kalbeck that
year, "there is no modem music without its underlying
program. -But no music is worth anything if you first have
to tell the listener what experience lies behind it, respectively,
what he is supposed to experience in it. -And so yet again:
pereat every program! -You just have to bring along ears and
a heart and-not least-willingly surrender to the rhapsodist.
Some residue of mystery always remains, even for the
creator.' , ,

Writing at about the same time to the conductor of Josef
Krug-Waldsee, Mahler elaborated: "Those titles were an
attempt on my part to provide non-musicians with something
to hold on to and with a signpost for the intellectual, or better,
the expressive content of the various movements and for their
relationships to each other and to the whole. That it didn't
work (as, in fact, it could never work) and that it led only to
misinterpretations of the most horrendous sort became
painfully clear an too quickly. It's the same disaster that had
overtaken me on previous and similar occasions, and now I
have once and for allgiven up commenting, analyzing all such
experiences of what ever sort. These titles ... willsurely say
something to you after you know the score. You will draw
intimations from them about how I imagined the steady
intensification of feeling, from the indistinct, unbending,
elemental existence (of the forces of nature) to the tender
formation of the human heart, which in tum points toward and
reaches a region beyond itself (God).

"Mahler was responsive to omens, and when a letter from Anna von Mildenburg
arrived with PAN stamped prominently on the envelope, he was all set to take it
as preternatural endorsement of his symphonic plan. His rush dissipated when he
looked again and saw that the letters were followed by the number 30, the whole
standing for Post Amt Nummer 30-Post Office Number 30.

. . .at first, people
won't understand or
appreciate its gaiety;
it soars above that
world of struggle and
sorrow in the First
and Second, and
could have been
produced only as a
result of these.
-Mahler to Natalie
Bauer- Lechner,
1895

... so you have the
audacity to tackle my
monster, have you?
-Mahler to the
conductor Josef
Krug-Waldsee, 1902

Natalie Bauer-
Lechner, Mahler's
close friend before
his marriage in 1902
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Mahler with his
sister Justine (1899)

It is terrible, the way
this movement keeps
growing and
expanding beyond
anything I have ever
composed before...
-Mahler on the
opening movement,
to Natalie Bauer-
Lechner

Music must always
contain a yearning, a
yearning for what is
beyond the things of
this world. Even in
my childhood,
music, for me, was
something
mysterious that lifted
me above the
world ...
-Mahler to Natalie
Bauer-Lechner, on a
mountain-top in the
Salzkammergut

"Please express that in your own words without quoting
those extremely inadequate titles and that way you willhave
acted in spirit. I am very grateful that you asked me [about the
titles], for it is by no means inconsequential to me and for the
future of my work how it is introduced into 'public life.' "

Words a program annotator quotes at his peril. But the
climate has changed in these eighty-five years, and today's
audience is very much inclined to come to Mahler with that
willingness to surrender for which he had hoped. We do well
to ignore the "Titan" claptrap he imposed on his First
Symphony years after its composition; when, however, we
look at the titles in the Third Symphony, even though they
were finally rejected, we are looking at a series of attempts
to put into few words the world of ideas, emotions and
associations that laybehind the musical choices Mahler made
as he composed. Wetoo can draw intimations from them and
then remove them as scaffolding we no longer need. That
said, let us tum for a brief look at the musical object Mahler
left us.

The first movement accounts for roughly one third of the
symphony's length. Starting with magnificent gaiety, it falls
at once into tragedy-see-sawing chords of low horns and
bassoons, the drum beats of a funeral procession, cries and
outrage. Mysterious twitterings follow, the suggestion of a
distant quick march, and a grandly rhetorical recitative for the
trombone. Against all that, Mahler poses a series of brisk
marches (the realization of what he had adumbrated earlier
for just a few seconds), the sorts of tunes you can't believe
you haven't known allyour lifeand the sort that used to cause
critics to complain of Maher's' 'banality," elaborated and
scored with an astonishing combination of delicacy and
exuberance. Their swagger is rewarded by a collision with
catastrophe, and the whole movement-for all its outside

. dimension as classical a sonata form as Mahler ever
designed-is the conflict of the dark and the bright elements,
culminating in the victory of the latter.

Two other points might be made. One concerns Mahler's
fascination, not ignored in our century, with things happening
"out of time." The piccolo rushing the imitations of the
violins' little fanfares is not berserk: He is merely following
Mahler's direction to play' 'without regard for the beat.' , That
is playful, but the same device is turned to dramatic effect
when, at the end of a steadily accelerating development, the
snare drums cut across the oom-pah of the cellos and basses
with a slower march tempo of their own, thus preparing the
way for the eight horns to blast the recapitulation into being.
The other thing is to point out that several of the themes near .
the beginning willbe transformed into the materials of the last
three movements-fascinating especially when you recall the
first movement was written after the others.*

In the division of the work Mahler finallyadopted, the first
movement is the entire first section. What follows is, except
for the finale, a series of shorter character pieces, beginning'
with the Blumenstiick, the first music he composed for this
symphony. This is a delicately sentimental minuet with
access, in its contrasting middle section, to slightly sinister
sources of energy. It "anticipates" music not heard in the
symphony at all, specificallythe scurrying runs from the' 'Life
in Heaven" song that was dropped from this design and
incorporated in the Symphony No.4. Some time after he
firiished this movement, Mahler noted with surprise that the
basses play pizzicato throughout. In the last measure,
Wagner's Parsifal flowermaidens make a ghostly appearance

"In the Fourth Symphony, too, Mahler convinces us that the music he composed
between 1899 and 1901leads inevitably to a finale that had existed since 1892.
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in Mahler's upper Austrian pastoral.
In the third movement, Mahler draws on his song

''Ablosung im Sommer" (' 'Relief in Summer' '), whose text
tells of waiting for Lady Nightingale to start singing as soon
as the cuckoo is through. The marvel here is the landscape
with posthorn, not just the lovely melody itself, but the way
it is presented-the magic transformation of the very
, 'present" trumpet into distant posthorn, the gradual change
of the posthorn's melody from fanfare to song, the interlude
for flutes, and, as Arnold Schoenberg points out, the
accompaniment "at first with the divided high violins, then
even more beautiful if possible, with the horns." Mer the
brief return of this idyll and before the snappy coda, Mahler
makes spine-chilling reference to the "Great Summons"
music in the Second Symphony's finale.

Low strings rock to and fro, the harps accenting a few of
their notes: The see-sawing chords from the first pages
return; a human voice intones the Midnight Song from
Friedrich Nietzsche's Thus spoke Zarathustra. Each of its
eleven lines is to be imagined as coming between two of the
twelve strokes ofmidnight. Pianississimo throughout, warns
Mahler. The harmony is almost as static as the dynamics,
being frozen in all but a few measures to a pedal D (the
beginning and end, which frame that D in its own dominant,
A, are exceptions, and so is the setting with solo violin of
"Lust tiefer noch als H erzeleid " (' 'joy deeper still than
heartbreak' ').

From here the music moves forward without a break and,
as abruptly as it changed from the scherzo to Nietzsche's
midnight, so does it change now from that darkness to a world
of bells and angels. The text of the fifth movement comes
from Des Knaben Wunderhorn (The Boy's Magic Horn),
though the interjections of "Dusollst ja nicht weinen" (' 'But
you mustn't weep") are Mahler's own. A three-part chorus
of women's voices carries most of the text, though the solo
contralto returns to take the part of the sinner. The boys'
chorus, confined at first to bell noises, joins later in the
exhortation "Liebe nur Gott' ("Only love God' ')*and for the
final stanza. This movement, too, foreshadows the "Life in
Heaven" that willnot in fact occur until the Fourth Symphony:
The solemnly archaic chords first heard at "Icb hab idiertreien
die Zehen Gebot' (' 'I have trespassed against the Ten
Commandments' ') are associated in the later work with
details of the domestic arrangements in that mystical, sweetly
scurrile picture of heaven. Violins are silent in this softly
sonorous piece.

The delicate balance between the regions of F (the quick
marches of the first movement, and the third and fifth
movements) and D (the dirges in the first movement, the
Nietzsche song, and, by extension, the minuet, which is in
A major) is now and finally resolved in favor of D. Mahler
perceived that the decision to end 'his symphony with an
adagio was one of the most special he made. "In adagio
movements," he explained to Natalie Bauer-Lechner,
"everything is resolved in quiet. The Ixion wheel of outward
appearances is at last brought to a standstill. In fast
movements-minuets, allegros, even andantes nowadays-
everything is motion, change, flux. Therefore I have ended
my Second and Third symphonies contrary to custom ... with
adagios-the higher form as distinguished from the lower.' ,

A noble thought, but, not uniquely in Mahler, there is some
gap between theory and reality. The adagio makes its way at
last to a sure and grand conquest, but during its course-and

"This is a characteristic alteration of Mahler's. The original repeats the' 'und bete
zu Gott" (' 'and pray to God") of the preceding line.



this is a movement, like the first, on a very large scale-e-Ixion's
flaming wheel can hardly be conceived of as standing still. In
his opening melody, Mahler invites association with the slow
movement of Beethoven's last quartet, Opus 135. Soon,
though, the music is caught in "motion, change, flux," and
before the final triumph it encounters again the catastrophe
that interrupted the first movement. The adagio's original
title, What Love Tells Me, refers to Christian love, to agape,
and Mahler's drafts carry the superscription: "Behold my
wounds! Let not one soul be lost!" The performance
directions, too, speak to the issue of spirituality, for Mahler
enjoins that the immense final bars with their thundering
kettledrum be played' 'not with brute strength, [but] with
rich, noble tone,' '* and that the last measure' 'not be cut off
sharply' '-so that there is some softness to the edge
between sound and silence at the end of this most riskily and
gloriously comprehensive of Mahler's worlds.

*Mahler writes · 'gesattigt," which carries a range of meanings in the area of "satis-
fied" and "saturated."

More-The best short book on Mahler is Michael Kennedy's
in the Master Musicians series (Dent, availableinpaperback).
Donald Mitchell has written a perceptive study of the
composer in Gustav Mahler: The Wunderhorn Years
(University of California Press). Gustav Mahler: Memories
and Letters by the composer's widow, Alma Mahler, is as
unreliable as it is essential; however; the third edition, revised
and enlarged by Donald Mitchell and Knud Martner, provides
important corrections and commentary (University of
Washington, availablein paperback). Martner has also added
to and edited Alma Mahler 's 1924 selection ofher hus band's
correspondence, Selected Letters of Gustav Mahler (Farrar,
Straus and Giroux). Egon Gartenberg's Mahler is especially
good on the professional milieu (Schirmer, available in
paperback), and Kurt Blaukopf's biography is a mixture, by
no means ineffective, of snappy journalism and opinionated
speculation (Oxford). If you are an out-of-control Mahler
devotee and read French, you willnot want to be without the
three volumes ofHenry-Louis de La Grange's massive (about
4,000 pages) biography of the composer (Fayard).

The cottage at Stein-
bach am Attersee
where Mahler
worked on his
Second and Third
Symphonies
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Edo de Waart

Steve Reich

Minnesota Orchestra
Edo de WaartJ Music Director

Subscription Concerts
EDO de WAART conducting

STEVE REICH AND MUSICIANS:
ROBERT BECKER, keyboard percussion

- RUSSELL HARTENBERGER, keyboard percussion
GARRY KVISTAD, keyboard percussion
JAMES PREISS, keyboard percussion

THE DALE WARLAND SINGERS
DALE WARLAND, Music Director

MURRAY PERAHIA, piano

Wednesday, December 6, 1989, 8 p.m./Orchestra Hall
Thursday, December 7,1989,8 p.m./Ordway Music Theatre

Friday, December 8, 1989, 8 p.m./Orchestra Hall

,.~

JOHANNES BRAHMS
Concerto No.2 in B-flat major for Piano and Orchestra, Opus 83

I. Allegro non troppo
II. Allegro appassionato

III. Andante
IV. Allegretto grazioso

.- .~

Sponsoring assistance by ~-jj0

Performance time, including intermission, is approximately two hours.
*First performance at these concerts

Please be sure the electronic signal on your watch or pager is switched off before the concert begins.

These Minnesota Orchestra programs are broadcast nationally on stations of the American Public Radio
Network. Friday night's concert can be heard live throughout the region on Minnesota Public Radio,

including KS]N-FM, 91.1 in the Twin Cities. The Minnesota Orchestral Association and the H.B. Fuller
Company underwrite the broadcasts.

EdodeWaart
(Biography appears on page 14.)

Steve Reich and Musicians
The music of Steve Reich, now one of America's best-known
composers, has been played throughout the world-not only
by his own ensemble, but by the orchestras of New York, San
Francisco, Israel, Brooklyn, Los Angeles, St. Louis and
Boston, among many others. The past year has seen many
performances of his works, including a retrospective of his
music in London and a recording of Different Trains.

The recipient of three Rockefeller Foundation Grants, two
grants from the National Endowment for the Arts, a
Guggenheim Fellowship and an award from the Koussevitsky
Foundation, Reich is well represented on disc. His
multifarious discography includes The Desert Music on

Nonesuch, Come Out on CBS-Odyssey, Violin Phase and It's
Gonna Rain on Columbia Masterworks, UJicesand Organ on
Deutsche Grammophon and Variation for Winds, Strings, and
Keyboards (conducted by Edo de Waart) on Philips.

In the late '60s, Reich formed his own music ensemble,
Steve Reich and Musicians, a group which now numbers up
to 30 musicians. Since 1971 it has completed nineteen
European and American tours, playing more than 300
concerts and performing to sold-out houses in such diverse
settings as Carnegie Hall and the Bottom Line Cabaret inNew
York City. Following the ensemble's current American tour,
Reich and his musicians embark next spring on a series of
concerts in Australia.

Four virtuoso percussionists complete Reich's ensemble.
Robert Becker, an accomplished performer of many
instruments, has appeared as soloist with the New York
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Philharmonic, the Toronto Symphony Orchestra and the
Detroit Symphony Orchestra, as well as at the Marlboro
Festival. A percussion teacher at the University of Toronto,
Russell Hartenberger has made musical tours of the entire
western hemisphere, Europe, Asia, Australia, New Zealand,
Ghana and India. Garry Kvistad, inventor of the Woodstock
Chimes, has been a guest on NBC's' 'Today Show" and was
a member of the faculty of the Cincinnati College
Conservatory of Music. James Preiss, a native of Shakopee,
Minnesota, and a busy freelance percussionist specializing in
traditional and contemporary classical music, has taught at the
Manhattan School of Music since 1968.

The Dale Warland Singers
The Dale Warland Singers is one of the few fullyprofessional
choral groups in the U.S, and its years of concert tours, music
festival appearances, residencies and world premieres of
major works have earned the ensemble international acclaim.
A Winter Rose, the most recent addition to the Singers'
fifteen-record discography, was released last fall. In August
the ensemble will travel to Sweden, Estonia and Finland as
the only U.S. representative to the Second WorldSymposium
on Choral Music, a festival featuring the finest choral groups
from around the world.

Dale Warland, music director of the Dale Warland Singers,
is internationally active as a guest conductor, lecturer,
composer and arranger. Now choral advisor to Oxford
University Press and a Distinguished Alumnus of his alma
mater, St. Olaf College, he conducted the Swedish Radio
Choir, the Danish Radio Choir, the Oregon Bach Festival
Chorus and the Mormon Tabernacle Choir. This year he was
honored as 1989 Alumnus of the Year of the University of
Southern CaliforniaSchool ofMusic, becoming the first choral
musician so honored by the school.

Murr~yPerahia
In 1972, pianist Murray Perahia became the first American
ever to win the prestigious Leeds Competition, a victory that
led to over fifty engagements, including a widely acclaimed
London debut. He has since won recognition as one of the
world's most eloquent keyboard artists, and the current
season includes his performance of the five Beethoven
concertos in concerts with NevilleMarriner and the Academy
of St. Martin-in-the-Fields and appearances with the
orchestras of Cleveland, Philadelphia, Pittsburgh, San
Francisco, London, Munich and Vienna. He will be heard in
recital in Los Angeles, Montreal, Washington, Chicago,
Florence, Geneva, Paris, Hamburg and London, and makes
a festival appearance at Salzburg.

A native New Yorker, Perahia started piano studies at the
age of four and worked with Jeannette Haien, Carl Bamberger
(at the Mannes College of Music), Artur Balsam and
Mieczyslaw Horszowski. Music festivals have been especially
important in his career, particularly the Marlboro Music
Festival, where as a young man he performed with Rudolf
Serkin, Pablo Casals and other eminent musicians, and the
Aldeburgh Festival, in which he has performed for sixteen
consecutive seasons and served as co-artistic director from
1981 through 1989.

Prolific in the recording studio, Perahia in 1988 was the
winner ofboth a Grammy Awardand designation as Recording
Artist of the Yearduring the Mumm Ovation Classical Music
Awards".His CBS Masterworks recordings of the complete
Mozart concertos, inwhich he conducts the English Chamber
Orchestra from the keyboard, have gained him widespread
critical acclaim, includingthree Edison Prizes, the Grand Prix
du Disque and the International Record Critics Award. Next
month CBS Masterworks, for whom he has exclusively
recorded his 40 discs, will release Perahia's latest album, a
pairing of Chopin's First and Second Concertos, performed
with Zubin Mehta and the Israel Philharmonic Orchestra.

Program Notes .by Mary Ann Feldman

Steve Reich
Born October 3, 1936, New York City;
now living there

The Desert Music

Instrumentation: 4 flutes (2nd, 3rd and 4th doublingpiccolo),
4 oboes (2nd, 3rd and 4th doubling English hom), 4 clarinets
in B-flat (2nd, 3rd and 4th doubling bass clarinet in B-flat),
4 bassoons (4th doubling contrabassoon), 4 horns,
4 trumpets in C (1st may substitute piccolo trumpet in
movements II and IV), 2 trombones, bass trombone, tuba,
2 timpani (both doubling roto-toms), 2 marimbas,
2 vibraphones, 2 xylophones, 2 glockenspiels, maracas,
sticks (rattan or plastic mallet handles), 2 bass drums (both
32-inch, placed horizontally on stands), medium tamtam, 2
pianos (4 players; 1st, 3rd and 4th doubling synthesizer) and
strings (seated in three equal groups), with a chorus of 27
voices (amplified)

The Desert Music, completed just
over five years ago, is Steve Reich's
first orchestral composition. If the

4fII , 41 music of th~s enormously popular
h, •• •• composer did not. tum up on these

'<IJJf' . programs before, It was because he
~ had not yet "gone symphonic."

. Trained as a drummer, and intent
<I

<f, upon restoring the tradition of the
h'~ composer as performer, he created

many of his works for his own ensemble, Steve Reich and
Musicians, which debuted with only three players, Reich
.himself performing on keyboard instruments and percussion.
But when Reich, one of the chieftains of minimalism, finally
tackled the orchestra, it was in a maximum way: He produced
a symphonic web of words and sonorities that spans some 50
uninterrupted minutes, giving every section of the orchestra
a workout against a background of steadily pulsating mallet
instruments. If you need a category, you may think of The
Desert Music as a cantata. The words sung by the amplified

lit

Murray Perahia

All pieces with
texts-operas,
cantatas, whatever-
have, in my opinion,
to work first simply
as pieces of music .
that one listens to
with eyes closed, .
without
understanding a
word.

... some critics of my
earlier pieces thought
I was intending to
create some kind of
, 'hypnotic" or
"trance" music.
And I always
thought, "No, no,
no, no, I want you to
be wide awake and

. hear details you've
never heard before!' ,
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The human construct
that we call our
music is merely a
convention-something

, we've all evolved
together, and which
rests on no final or
ultimate laws. And it
sails, in my mind,
like a ship of light
down an endlessly
dark corridor,
preserving itself as
long as it can. And
no more and no less.

~ry often I'll find
myself working in
12-beat phrases,
which can divide up
in very different
ways; and that
ambiguity as to
whether you're in
duple or triple time
is, in fact, the
rhythmic life-blood of
much of my music.

The sidebars are
excerpted from
Steve Reich in
conversation with
Nathan Cott (April
1985); reprinted
from the 1985
Nonesuch recording
of The Desert Music,
Michael Tilson
Thomas conducting
Steve Reich and
Musicians with
chorus and
members of the
Brooklyn
Philharmonic.

27-voice chorus are absorbed into the densely woven
textures, fading in and out, but at key points soaring with the
poetry of William Carlos Williams, the physician-poet who
died in 1963.

Initially attracted to the euphonious symmetry of Dr.
Williams' name, Reich had long loved his poetry. He took the
title of his orchestral-choral work-which has nothing to do
with arid landscapes, except as we may find them within
ourselves-from a book of Dr. Williams'collected poems, The
Desert Music. From this collection he chose parts of The
Orchestra and Theocritus: Idyl I-A versionfrom the Greek;
from another he selected a small part of Asphodel, That
Greeny Flower. None of the poems are used complete, and the
arrangement of the parts is the composer's own. But it was
in the process of organizing the text that Reich found a design
for his work, which is shaped into a large arch-form that
follows the poetic passages .." So the words were the motor
or driving force," he explains.

Commissioned jointly by the West German Radio (WCR)
of Cologne, and the Brooklyn Academy of Music, The Desert
Music began to take form in September 1982 and was
completed in December of the following year; work on the
orchestration continued through February 1984, only weeks
before the Cologne Radio Chorus and Cologne Radio
Symphony Orchestra, conducted by Peter Eotvos, gave the
world premiere. The first American performance took place
seven months later, on October 25, as part of the Next Wave
Festival 1984held at the Brooklyn Academy ofMusic. On this'
occasion, Steve Reich and Musicians collaborated with a
chorus and members of the Brooklyn Philharmonic Orchestra
conducted by Michael Tilson Thomas, with whom they
recorded it. Few works of recent years, aside from John
Adams' Nixon in China, have been as widely hailed or as
much written about. A quick computer check at the public
library turns up 82 periodical entries since 1986under Reich's
name-and the preponderance of these deal with The Desert
Music, whose advance in Reich's style, in addition to
philosophical concern with the nuclear age, invites both
analysis and commentary.

The minimalists, like the impressionists and expressionists
before them, are fated to be stuck with a label borrowed from
the art world-in this case, from the SoHo galleries of Lower
Manhattan, which provided a venue for many early
performances ofworks by Reich, Terry Riley,PhilipGlass and
founding father laMonte Young. If they could, they would
repudiate the term, which masks the significant differences
among them. Still, the minimalists have formed a "school"
ofcomposition, with spin-offs inboth classical and rock music.
Perhaps none has been more influentialthan Reich inbridging
the chasm that exists in our fragmented musical culture,
which has divided generations by the venues in which they
findtheir music, in rock clubs or concert halls, on commercial
FM or public radio. In' the rhythmic inventions of his
percussive works, Reich has influenced music-making on both'
the classical and rock stages. As for the designation
minimalist,which he began to escape with The Desert Music,
Reich seems resigned: "... given the options of 'trance music'
or 'hypnotic music', maybe we got off easy."

Reich is the son of a songwriter, June Carroll, whose tunes
include' 'Love is a Simple Thing." "My background is middle
class," he asserts. "I was educated with middle-class piano
lessons: Haydn, Mozart and up through Schubert and
Schumann." He was fourteen before he heard Bach-quickly
followed by Stravinsky and jazz: "the fifth Brandenburg
Concerto, The Rite of SPring, Charlie Parker and Miles
Davis-and they made me aware of my musical predilections.

22 SHOWCASE DECEMBER 1989

That's when I began studying percussion." He worked with
an outstanding teacher: Roland Kohloff, timpanist of the New
YorkPhilharmonic. Out of this percussion background came
Reich's enduring preoccupation with rhythm. His music is
pulse-generated instead of melodic or phrase-generated, as
you will hear at the outset of The Desert Music, when the
mallet instruments begin their steady throbbing, setting up
a rhythmic energy that is maintained throughout the work.

The Depression-born Reich came of age in the late' 50s-
the time that witnessed the furthest alienation of the
composer from his audience. Like others of his generation,
Reich initially followed the academic route: he attended
Cornell University, majoring in philosophy and graduating
with honors in 1957,after which he studied composition with
Persichetti and Bergsma at the Juilliard School; he then
pursued his activities on the West Coast, studying with
Milhaud and Berio at Mills College, where he earned a
master's degree in 1963.By then, Reich's focus began to shift
from the Western tradition to ethnic cultures, especially those
of Africa and Bali. After a year of studying drumming at the
Institute for African Studies at the University of Ghana in
Accra, he undertook an ensemble work called Drumming
(l971)-a 90-minute elaboration of a single rhythmic cell, and
the first of his works to incorporate wordless voices into the
texture. Drumming brought him renown, and soon he was
imitated, in Europe as well as in America. By then Reich was
already immersed Balinese gamelan music, out of whose
continuum of pulsations he developed another significant
element of style: the slowly shifting interwoven patterns that
give his music a rippling, kaleidoscopic effect. (The process
is known as phasing.) At this point, he produced a document
of American minimalism, Music for 18 Musicians (1976),
which is comprised of continously changing tableaux of
instrumental color. By this time, Reich's music had captured'
the attention of a large and diverse audience, and his
recordings chalked up impressive figures on the Billboard
charts. But there was one more ethnic tradition he was
determined to explore: Hebrew cantillation, after which he
composed Tehillim, a setting of psalm texts in which, for the
first time, he has the voice carry a melody instead of merely
imitating the wind or percussion instruments.

In both length and poetic intention, The Desert Music has
been compared to a Mahler Symphony; those who
encountered Berio's Sinfonia here earlier this season may
find similarities in spaciousness and message-though hardly
in style. However remote The Desert Music may be from the
fundamental simplicityof minimalism, adding as it does bursts

. of melody and rich timbral variety, the score is nevertheless
true to the premise of minimalism, for it evolves in a pulsating
harmonic cycle. It proceeds from the principle of repetition-
hardly a new phenomenon in Western music, from the
organum of Gothic cathedrals to Bach's chaconnes and Well-
Tempered Clavier to Ravel's La Valse, not to overlook some
of the greatest movements in Schubert and Bruckner
symphonies. Reich's construction is complex: a five-
movement arch (A-B-C- B-A) unified by recurring harmonic
and melodic materials. In the published score (Boosey &
Hawkes), the composer offers his own commentary, which
continues:

The first and fifth movements are fast and use the same
harmonic cycle. The second and fourth are at a moderate
tempo, share the identical text (' 'Well, shall we/think or
listen? ..' ') and also share a common harmonic cycle
which is different from the one used in the first and fifth
movements. The third-middle-movement is the r-

longest (18 minutes) and is itself an arch form A-B-A,



where the A sections are slow and the B section
moves up to the moderate tempo of the second
and fourth movements. The third movement has
its own harmonic cycle. There are no pauses
between movements and the piece is played
attacca from beginning to end. The changes of
tempo between movements are made suddenly
by metric modulation, always using the 3:2
relationship to either get slower (dotted quarter
equals quarter), or faster (eighth note triplet
equals eighth note) .

Followingthe arrangement of the text, three
cycles of harmonies were composed to serve as
the basis for the individual movements. I chose
to present these cycles as a series of pulsing
chords, similar in rhythm to the pulses in my
earlier Music for 18 Musicians, but more
chromatic and "darker" in harmony than the
earlier piece, to suit the text of The Desert
Music ....

In the orchestration of The Desert Music I
, wanted to use all the orchestral instruments to
play the repeating interlocking melodic patterns
found in much of my earlier music. The strings
begin this kind of polyrhythmic interlocking
shortly after the opening pulses of the first
movement, just before the chorus enters singing
"Begin, my friend ... " To give the strings the
extra "snap" needed in this kind of rhythmic
interplay, they are doubled by the synthesizers.
The chorus, throughout the piece, is doubled for
support either by the woodwinds or by the
muted brass. This, of course, is an old technique,
but one that here helps create that mixture of
vocal and instrumental sound I have been
working with since my composition Drumming
in 1971. To further enhance this mix of vocal-
instrumental sound, both the chorus and the
woodwinds are amplified and mixed together.

The percussion is omnipresent, usually playing
mallet instruments to supply the ongoing pulse.
Here and there one will also hear maracas,
clickingsticks, bass drums, timpani and tamtam.

The pulse which begins and ends The Desert
Music and recurs throughout it is significantboth
.musically and as a kind of wordless response to
and commentary on the text itself. Musically, it
presents the harmonic cycles of the movements
as a kind of pulsing chorale. The pulse is also
developed in the second and fourth movements
from a simple eighth note pulsing in allvoices and
instruments to interlocking groups of two and
three beats, each forming overall polyrhythmic

. pulses. This grows out of the two and three beat
groupings found in my Tehillim (1981). In terms
of the text, the vocalise syllables are a kind of
wordless response to, "Well, shall we/think or
listen? .." in the second and fourth movements.
That constant flickering of attention, between
what words mean and how they sound when set
to music is one main focus of The Desert Music.

While composing the last part of the slow
movement during the summer of 1983 in a small
town in Vermont, the local fire siren went off. I
thought to myself, "That's it," and resolved to
put a siren in the last part of the slow movement.
After some reflection I decided that instead of a
mechanical or electrical siren, the violas, who
were not playing at that time, could play
glissandos which, with contact microphones
attached, would rise and fall over the entire
orchestra and chorus.

... I findDr. Williams' finest work to be his late
poetry, written between 1954 and his death in
1963-atage 80. It is from this period in the poet's
work that I have selected the texts for The Desert
Music -a period after the bombs were dropped
on Hiroshima and Nagasaki, Dr. Williams was

acutely aware of the bomb, and his words about
it, in a poem about music entitled The Orchestra,
struck me as to the point: "Say to them: / Man
has survived hitherto because he was too
ignorant/to know how to realize his wishes. Now
that he can realize/them, he must either change
them or perish." When I began work on The
Desert Music I thought those words were too
grave to be set and thought I would use a tape of
Dr. Williams reading them instead. When the
time came to compose the third movement in the
summer of 1983, the character of the
movement's harmony seemed to generate just
the right setting. I am very glad now I did not
resort to using a tape .

In the center of the piece is the text, also from
The Orchestra, which says' 'it is a principle of

./

music / to repeat the theme. Repeat / and repeat
again, / as the pace mounts. The / theme is
difficult / but no more difficult / than the facts to
be resolved." Those at allfamiliar with my music
will know how apt those words are for me, and
particularly for this piece, which, among other
things, addresses that basic ambiguity between
what the text says, and its pure sensuous sound.

The doctor-poet William Carlos Williams with
his grandchildren

SHOWCASE DECEMBER 1989 23



Johannes Brahms
Born May 7, 1833, Hamburg;
died April 13, 1897,Vienna

Concerto No. 2in B-flat major for Piano and Or-
chestra, Opus 83

Instrumentation: piccolo, 2 flutes, 2 oboes, 2 clarinets,
2 bassoons, 4 horns, 2 trumpets, timpani and strings

He was a living
reproach to the haste
of a superficial
generation.
Whatever he wrought
he wrought in bronze
and for all time, not
for an hour.
-The American
critic James Gibbons
Huneker, writing in
1899, two years after
Brahms' death

Whenever Brahms spoke of his own
works, which was seldom, he could
not resist teasing and understate-
ment. In 1881, after a lapse of more
than twenty years since his First
Piano Concerto, he reported the ex-
istence of a Second to those closest to
him-two women confidantes,
Elisabet von Herzogenberg (happily
married to a good man, and therefore

"safe' ') and Clara Wieck Schumann (who was to the piano
what Joachim was to the violin), and the Viennese surgeon
Theodor von Billroth. To each, he announced the major new
work in playful and misleading terms: When Dr. Billroth
opened a parcel containing the manuscript of the concerto,
he found a note from the composer describing the contents
as "a couple of little piano pieces." He had already broken the
news to Frau Herzogenberg: "I don't mind telling you.that I
have written a tiny little piano concerto with a tiny wisp of a
scherzo." ,

As one of the greatest pianists of the times, as well as a
woman loved by Brahms since his youth, the widow of Robert
Schumann could afford to match his humor in her own reac-
tion to the news: "... I don't really trust your word 'little,' "
she chided, adding, "However, I wouldn't mind a bit because
in that case I might even be able to play it myself.' ,

In still another letter, Brahms referred to the B-flat major
Concerto as "the long terror"-an epithet which comes
closer to the truth. For allits underlying serenity, the Second
is not only broader in emotional range than the First, but is
designed on a more massive scale. Rival works of the times
seem small by comparison, for in addition to the customary
three concerto movements, Brahms added a stormy scher-
zo. Interjecting high drama into the flow of the music, this
scherzo was precisely the kind of tumultuous episode that he
had eliminated from his ViolinConcerto, finished just one year
earlier. '

Like German poets, painters and musicians before him, in-
cluding DUrer and Goethe, Brahms found solace and inspira-
tion in crossing the Alps to Italy. He had made a late start not
only as a symphonist but as a wayfarer in sunny places: He
was 44 when, in the year of his Second Symphony, he in-
dulged in his first Italian sojourn, touring as far south as Si-
cily,with Dr. Billroth as his companion. It was during these
travels that he drafted his initial ideas for a second piano con-
certo, a work that would be known as much for its inner
warmth as for its epic dimensions. Three years passed, with
nothing much happening to these sketches. Then, after a se-
cond Italian journey, this time travelling alone in the spring-
time, Brahms applied himself to the work in earnest. Within
two months it was finished. He put the polishing touches to
the score during a holidayat Pressbaum, and dated it July 7,
1881. /

Though he had shunned a virtuoso career, with its rigorous
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Sitting at the piano,
he began to disclose
wonderful realms to
us ... ~ were drawn
into more and more
magical regions. Be-
sides, he proved to be
a player of genius,
transforming the pi-
ano into an orchestra
of lamenting and
loudly jubilant.vozces ...
-Schumann's
praise of the young
Brahms, Neue Zeit-
schrift filr Musik,
October 28, 1853

discipline of practice, Brahms decided that he would himself
undertake the premiere, which was given in Budapest just
four months later, on November 9, 1881.Before the end of the
month, he unveiled the new work in Germany, performing it ,
on November 27 at Meiningen, with Hans von BUlow con-
ducting.

Tomaster the B-flat major Concerto, the pianist must have
at his or her command powerful chords, a wide span of the
hands, and the technical prowess to contend with challeng-
ing passages in octaves, thirds and sixths. Moreover, there
is no place for intimidation in the face ofBrahms' complex and
subtle rhythms. Such a work is a test of the greatest pianists
of each succeeding generation. Since it was first performed
here in 1926 by the noted Russian pianist and conductor Os-
sip Gabrilowitsch (the son-in-law of Mark Twain), Brahms'
Second has been the vehicle of choice by many eminent ar-
tists making guest appearances with this Orchestra. These
include Artur Rubinstein and Rudolf Serkin, each of whom
played it here twice, and Emanuel Ax, the soloist in the last
two subscription performances on record. Vladimir Horowitz
was scheduled to present it in the 1941-42season, but he can-
celled and never returned with Brahms.

The dreamy phrase with which the horns inaugurate the
concerto hints at far more than will be delivered at so early
a stage in the work. The piano responds immediately with
quiet, plush chords, and not further along than the sixth bar,
the winds interject their own response, which is destined to
play a major role in the course of the spacious sonata design.
Once the piano has burst forth with a big statement allits own,
following through with rhetoric of cadenza proportions, the
orchestra confirms the idea in its full sonority, and the move-
ment shifts into high gear.
, This radiant and lyric concerto was so "harmless' '-to bor-

row Brahms' sly adjective-that he was impelled to insert
something jolting and tempestuous, a scherzo designated Al-
legro appassionato. Announced by the keyboard, the surging
figure rolls in like a great tidal wave. Latent violence is con-
tained by a contrasting strain, tranquil in the upper strings,
and offset by a heroic trio section inD major. But the sweeping
force of Brahms' subject is only briefly deflected, and once
again it engulfs the scherzo.

An outpouring of solo cello song, in a beautiful melody that
Brahms would return to for a bittersweet Lied many years
later, unlocks the Andante, melancholy and nocturnal in
mood; for the moment the piano is silent as the melody un-
folds over a rocking 6/4 pulse. When at last the soloist begins
to ruminate upon the theme, the subject is never quite stat-
ed in full, though its character is preserved throughout the
rhapsodic figurations. Eventually the placid scene dissolves,
and the music grows turbulent with menacing trills and high
voltage arpeggiations-these so wild, and yet they are a var-
iant of the lyric cello theme. The storm soon passes, and in
one of the most affecting moments of the concerto, the key-
board serves as accompanist to the exalted strain flowing
quietly from a pair of clarinets, the tempo even slower than
before.

After the high drama of the slow movement, the finale is at
risk of seeming anti-climactic, especially since its very head-
ing suggests charm and gracefulness (Allegretto grazioso), and
its topic is a lilting refrain. But in substituting grace for gran-
deur, Brahms has created music that turns out to be
thoroughly disarming. Structurally, this conclusion is an airy
rondo, light of heart and agile in movement. Such well-bred
merriment has antecedents in the eighteenth century, which
suddenly does not seem so remote from this Romantic
concerto.


