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Thursday, October 16, at 7:30
Friday, October 17, at 2:00
Saturday, October 18, at 8:00

Esa-Pekka Salonen Conductor
Philippe Tondre Oboe
Ricardo Morales Clarinet
Daniel Matsukawa Bassoon
Jennifer Montone Horn

Mozart Sinfonia concertante in E-flat major, K. 297b, for winds and orchestra
	 I. Allegro
	 II. Adagio
	 III. Andantino con variazioni—Andante

Intermission

Bruckner Symphony No. 4 in E-flat major (“Romantic”)
	 I. Bewegt, nicht zu schnell
	 II. Andante quasi allegretto
	 III. Scherzo: Bewegt—Trio: Nicht zu schnell. Keinesfalls schleppend
	 IV. Finale: Bewegt, doch nicht zu schnell

This program runs approximately 2 hours, 10 minutes.

These concerts are part of the Ellenberg Philadelphia Orchestra Soloist Spotlight Series.

2025–2026  |  126th Season
Marian Anderson Hall

Philadelphia Orchestra concerts are broadcast on WRTI 90.1 FM on Sunday afternoons at 
1 PM and are repeated on Monday evenings at 7 PM on WRTI HD 2. Visit www.wrti.org to 
listen live or for more details.

The Philadelphia Orchestra
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The world-renowned Philadelphia Orchestra 
strives to share the transformative power of 
music with the widest possible audience, and to 
create joy, connection, and excitement through 
music in the Philadelphia region, across the 
country, and around the world. Through innova-
tive programming, robust education initiatives, 
a commitment to its diverse communities, and 
the embrace of digital outreach, the ensemble 
is creating an expansive and inclusive future for 
classical music. In June 2021 the Orchestra and 
its home, the Kimmel Center, united. Today, 
The Philadelphia Orchestra and Ensemble Arts 
brings the greatest performances and most 
impactful education and community programs 
to audiences in Philadelphia and beyond. 

Yannick Nézet-Séguin is now in his 14th season 
with The Philadelphia Orchestra, serving as 
music and artistic director. His connection to the 
ensemble’s musicians has been praised by both 
concertgoers and critics, and he is esteemed by 
the musicians of the Orchestra, audiences, and 
the community. In addition to expanding the 
repertoire by embracing an ever-growing and 
diverse group of today’s composers, Yannick and 
the Orchestra are committed to performing and 
recording the works of previously overlooked 
composers. 

Your Philadelphia Orchestra takes great pride 
in its hometown, performing for the people 
of Philadelphia year-round, at the Kimmel 
Center for the Performing Arts, throughout 
the community, over the airwaves, and online. 
The Kimmel Center has been the ensemble’s 
home since 2001, and in 2024 Verizon Hall at 
the Kimmel Center was officially rededicated as 
Marian Anderson Hall in honor of the legendary 

contralto, civil rights icon, and Philadelphian. 
The Orchestra’s award-winning education 
and community programs connect, uplift, 
and celebrate nearly 40,000 Philadelphians 
and 250 schools from diverse communities 
annually, through inclusive arts education 
and vibrant engagement that reflect our 
city’s voices and expand access to creative 
opportunities. Students, families, and other 
community members can enjoy free and 
discounted experiences with The Philadelphia 
Orchestra through programs such as the Jane 
H. Kesson School Concerts, Family Concerts, 
Open Rehearsals, PlayINs, and Our City, Your 
Orchestra community concerts. 

Through concerts, tours, residencies, and 
recordings, the Orchestra is a global ambassador 
and one of our nation’s greatest exports. 
It performs annually at Carnegie Hall, the 
Mann Center, the Saratoga Performing Arts 
Center, and the Bravo! Vail Music Festival. 
The Orchestra also has a rich touring history, 
having first performed outside Philadelphia 
in its earliest days. In 1973 it became the first 
American orchestra to perform in the People’s 
Republic of China, launching a now-five-decade 
commitment of people-to-people exchange 
through music.

Under Yannick’s leadership, the Orchestra 
returned to recording with 15 celebrated releases 
on the Deutsche Grammophon label, including 
the GRAMMY® Award–winning Florence 
Price Symphonies Nos. 1 & 3. The Orchestra also 
reaches thousands of radio listeners with weekly 
broadcasts on WRTI-FM and SiriusXM. For 
more information, please visit www.philorch.org.

The Philadelphia Orchestra
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Esa-Pekka Salonen is renowned as both a composer and 
conductor. He was recently named creative director of the  
Los Angeles Philharmonic, effective in the 2026–27 season,  
and creativity and innovation chair of the Philharmonie 
de Paris and principal conductor of the Orchestre de 
Paris, effective in 2027–28. He is conductor laureate of the 
Philharmonia Orchestra, the Los Angeles Philharmonic, and 
the Swedish Radio Symphony, all of which he led as music 
director or principal conductor; and formerly served as  
music director of the San Francisco Symphony. He is the 

founder of the Colburn School’s Negaunee Conducting Program, which he directs as a 
member of the faculty. He co-founded, and until 2018 served as the artistic director of,  
the annual Baltic Sea Festival. He made his Philadelphia Orchestra debut in 1986.

In recent seasons Mr. Salonen co-founded the statewide California Festival with Gustavo 
Dudamel and Rafael Payare; led a production of Scriabin’s Prometheus, the Poem of Fire in 
collaboration with pianist Jean-Yves Thibaudet and Cartier’s head perfumer Mathilde 
Laurent, which was the subject of a documentary produced by Cartier in partnership 
with Mezzo TV; and held residencies at the Berlin Philharmonic, the Elbphilharmonie 
Hamburg, and the Salzburg Easter Festival. He also led the Finnish Radio Symphony in a 
Salzburg Easter Festival residency featuring a Simon McBurney production of Musorgsky’s 
unfinished opera Khovanshchina, with never-before-heard music compiled by Gerard 
McBurney from a recently rediscovered manuscript. Mr. Salonen began his 2025–26 season 
with an Orchestre de Paris tour centered on the premiere of his new Horn Concerto. After 
the world premiere at the Lucerne Festival and performances in Berlin and Hamburg, he 
brings the piece to the Boston Symphony, the Filarmonica della Scala, and the Hong Kong 
Philharmonic. Additional season highlights include a pair of Pierre Boulez centennial 
programs at the New York Philharmonic and residencies with the Swedish Radio 
Symphony and the Bergen International Festival. 

Mr. Salonen has an extensive and varied recording career, both as a conductor and 
composer. Recent releases include the world premiere recording of Kaija Saariaho’s Adriana 
Mater on Deutsche Grammophon, which won a GRAMMY Award for Best Opera 
Recording; Bartók’s three piano concertos with Pierre-Laurent Aimard on Pentatone; and 
spatial audio recordings of Ligeti’s Clocks and Clouds, Lux aeterna, and Ramifications on 
Apple Music Classical. Mr. Salonen’s concertos for piano (composed for Yefim Bronfman), 
violin (for Leila Josefowicz and featured in an ad campaign for the Apple iPad), and cello 
(for Yo-Yo Ma) all appear on recordings conducted by Mr. Salonen himself. He is the 
recipient of numerous awards and honors. In 2020 he was appointed an honorary Knight 
Commander of the Order of the British Empire by Queen Elizabeth II. In 2023 he led the 
Nobel Prize Concert and in 2024 received the Polar Music Prize. To date, he has received 
seven honorary doctorates in four different countries.
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Philippe Tondre (Samuel S. Fels Chair) joined The 
Philadelphia Orchestra as principal oboe in 2020 and, since 
2022, has been professor at the Curtis Institute of Music 
and international chair at the Royal Northern College of 
Music. Born in Mulhouse, France, he began studying the 
oboe at age six at the Mulhouse National School of Music 
and later entered the Paris Conservatory. He is also currently 
principal oboe of the Chamber Orchestra of Europe and a 
member of the Mito Chamber and Saito Kinen orchestras. 
He has appeared as soloist with the Philadelphia, Budapest 

Festival, and Munich Chamber orchestras; the Orchestre de la Suisse Romande; and the 
Bavarian Radio Symphony, among others. Previously he was principal oboe of the SWR 
Symphonieorchester and the Budapest Festival Orchestra, and solo oboe of the Leipzig 
Gewandhaus. His awards include First Prize at the Fernand Gillet–Hugo Fox and ARD 
International Music competitions, and the Beethoven Ring given by the Beethoven Festival 
in Bonn. He has collaborated in chamber music with Jean-Yves Thibaudet, Lars Vogt, 
Pierre-Laurent Aimard, Yuri Bashmet, and Nathalie Stutzmann, and he has been invited 
to numerous international festivals. Mr. Tondre has recorded extensively, including two 
award-winning albums with pianist Danae Dörken, Contrasts and French Fragrances.

Ricardo Morales (Leslie Miller and Richard Worley Chair) 
joined The Philadelphia Orchestra as principal clarinet in 2003. 
He previously served as principal clarinet of the Metropolitan 
Opera Orchestra, with which he soloed at Carnegie Hall and 
on two European tours. He has also been a featured soloist 
with The Philadelphia Orchestra; the Chicago, Cincinnati, 
Indianapolis, Memphis, Columbus, and Flemish Radio 
symphonies; the Seoul Philharmonic; and the US Marine  
Band, “The President’s Own,” with which he recorded 
Jonathan Leshnoff ’s Clarinet Concerto. Mr. Morales 

has been asked to perform as principal clarinet with the New York Philharmonic, the 
Chicago Symphony, and, at the invitation of Simon Rattle, the Berlin Philharmonic. An 
active chamber musician, he has performed at the Santa Fe Chamber Music Festival, the 
Philadelphia Chamber Music Society, the Seattle Chamber Music Summer Festival, and 
with the Chamber Music Society of Lincoln Center. His recordings include French Portraits 
and performances with the Kalichstein-Laredo-Robinson Trio, the Pacifica Quartet 
(nominated for a Latin GRAMMY Award), and the Mito Chamber Orchestra. A native 
of San Juan, Puerto Rico, Mr. Morales began his studies at the Escuela Libre de Musica. 
He currently serves on the faculty of Temple University and is visiting professor at the 
Shanghai Conservatory of Music.

Soloists



24

Je
ss

ic
a 

G
rif

fin
Je

ss
ic

a 
G

rif
fin

Daniel Matsukawa (Richard M. Klein Chair) has been 
principal bassoon of The Philadelphia Orchestra since 2000. He 
is on the faculties of the Curtis Institute of Music and Temple 
University and is music director of the Independence Sinfonia. 
He was born in Argentina to Japanese parents and his family 
moved to the US when he was three. He studied at the Juilliard 
School and the Curtis Institute of Music. He has performed, 
and soloed, with various orchestras around the world, including 
The Philadelphia Orchestra. He has also conducted in the 
US and Japan. He currently serves on the Faculty Council at 

the Curtis Institute and on the Advisory Board for the Pacific Music Festival. In 2021 he 
received the C. Hartman Kuhn Award given to “the member of The Philadelphia Orchestra 
who has shown ability and enterprise of such character as to enhance the standards and the 
reputation of the ensemble.” He is also a Grandmentor for Musical Mentors Collaborative, 
which addresses structural inequities in music education. He has served on the PA 
Governor’s Advisory Commission for Asian Pacific American Affairs and is now co-chair of 
the Council for Inclusive Excellence at Curtis. He is deeply involved with The Philadelphia 
Orchestra’s community and outreach programs and works to help increase accessibility to 
classical music for historically underrepresented communities. 

As principal horn of The Philadelphia Orchestra, Jennifer 
Montone (Gray Charitable Trust Chair) has been on the 
faculties of the Curtis Institute of Music and the Juilliard 
School since joining the Orchestra in 2006. Previously 
principal horn of the St. Louis Symphony and associate 
principal horn of the Dallas Symphony, she currently 
coaches on occasion at the New World Symphony, the 
Music Academy of the West, and the Sarasota Music Festival. 
She was third horn of the New Jersey Symphony and has 
performed as a guest artist with the Berlin, New York, and 

Warsaw philharmonics; the Cleveland, Metropolitan Opera, National Arts Centre, Saint 
Paul Chamber, and Orpheus Chamber orchestras; and the WDR Symphony. She has been 
a soloist with the Philadelphia and Curtis Institute orchestras and the St. Louis, Dallas, 
and National symphonies, among others. Among her recordings is the Penderecki Horn 
Concerto, which won a 2013 GRAMMY Award. She has appeared at many International 
Horn Society workshops and gives recitals throughout the US. She performs with the 
Chamber Music Society of Lincoln Center, the Philadelphia Chamber Music Society, 
the National Brass Ensemble, and the Santa Fe, La Jolla, Bravo! Vail, and Lake Champlain 
chamber music festivals, among others. She is a graduate of the Juilliard School and in 2006 
was awarded a prestigious Avery Fisher Career Grant. 

Soloists
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Framing the Program
The genre of the sinfonia concertante during the late 18th 
century was a cross between a symphony and concerto. 
Mozart’s Sinfonia concertante in E-flat major, K. 297b, 
is scored for orchestra with oboe, clarinet, bassoon, and 
horn soloists. Since the work was discovered long after 
Mozart’s death, there has been some controversy about 
its authenticity. The manuscript is lost and there are 
aspects of the piece that are unusual for the composer, 
which suggests it may have been modified in certain 
respects from an original composition Mozart wrote for 
performances in Paris in 1778. 

Anton Bruckner was a relatively late bloomer when it 
came to writing the pieces that posterity most values: his 
monumental symphonies. He made his first attempt at 
age 39 but suppressed that work. The official Symphony 
No. 1 followed three years later. Bruckner struggled for 
years to win the recognition he deserved. It finally came 
at age 50 with the Fourth Symphony that we hear today. 
Bruckner titled this powerful work, which was actually 
his sixth symphony because he had composed two earlier 
unnumbered ones, the “Romantic.” 

Parallel Events

The Philadelphia Orchestra is the only orchestra in the world 
with three weekly broadcasts on SiriusXM’s Symphony Hall, 
Channel 76, on Mondays at 7 PM, Thursdays at 12 AM, and 
Saturdays at 4 PM.

1778
Mozart
Sinfonia 
concertante  
for winds

1874 
Bruckner 
Symphony No. 4

Music
Haydn
Symphony  
No. 65
Literature
Voltaire
Irène
Art
Copley
Watson and  
the Shark
History
Cook discovers 
Hawaii

Music 
Musorgsky 
Pictures from an 
Exhibition 
Literature 
Hardy 
Far from the 
Madding Crowd 
Art 
Renoir 
La Loge 
History 
First American 
zoo founded in 
Philadelphia
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Sinfonia concertante, for winds and orchestra
Wolfgang Amadè Mozart
Born in Salzburg, January 27, 1756
Died in Vienna, December 5, 1791

One thing is known for certain: During a visit to Paris in 
1778, Mozart composed a Sinfonia concertante for flute, 
oboe, bassoon, horn, and orchestra, which the director of 
the Concert Spirituel, Joseph Le Gros, promised would be 
performed on his concert series. Mozart wrote to his father, 
back home in Salzburg, about his plans and how fine the horn 
player was. The next month Mozart informed him that the 
piece was finished: “I had to write the sinfonia in a great hurry 
and I worked very hard at it. The four performers were and 

are still in love with it.” But it was not yet performed: “I think something is going on behind 
the scenes and doubtless here too I have enemies.”

The Sinfonia concertante was apparently not performed at all in Paris, although Mozart was 
sure it would have “made a great hit.” On the way back home in October, he wrote to his 
father that since Le Gros had purchased the music, he kept the score to the piece (together 
with two new symphonies): “He thinks that he alone has them, but he is wrong, for they are 
still fresh in my mind and, as soon as I get home, I shall write them down again.” Mozart, of 
course, had a mind that could do this, but there is no evidence that he did in this case. The 
original manuscript of the Sinfonia does not survive and the work disappeared.

A 19th-Century Fraud? The first edition of Ludwig Ritter von Köchel’s catalogue of 
Mozart’s compositions (whence we get the K. numbers used to identify the composer’s 
works) declared it lost. After the great Mozart scholar and biographer Otto Jahn died in 
Göttingen in 1869, a manuscript copy was found among his papers bearing the following 
inscription: “Concertante für Oboe, Clarinette, Horn u. Fagotte mit Orchesterbegleitung.” 
Some immediately assumed it to be a copy of the lost Mozart work, with the flute part 
recast for clarinet by an early-19th-century arranger. (Clarinets were not a part of Mozart’s 
orchestra until the 1780s.) The piece was ultimately published in the first complete edition 
of Mozart’s works and was a particularly welcome addition to the Mozart canon—it helped 
fill out the relatively small Classical repertory for wind instruments with orchestra. Leading 
Mozart scholars admired the piece, most importantly Alfred Einstein (cousin of the scientist).

Yet something was not quite right. Some scholars noted that the composition had bizarre, 
distinctly un-Mozartean traits. And why had the scoring of the solo parts been changed 
from flute, oboe, bassoon, and horn to oboe, clarinet, bassoon, and horn? Various arguments 
were hatched to explain how the work became lost, and how and why it was reconstituted 

The Music
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into its present form. By the 1960s, few believed that the work from Jahn’s collection 
represented a work exactly as it came to us from Mozart’s pen. The most intriguing of the 
recent arguments suggests that only the solo parts survived from Mozart’s original, and 
that some 19th-century arranger “filled out” the work with orchestral passages of his or her 
own invention—changing the flute part into a clarinet part in the process. Some believe 
that the present work is not by Mozart at all.

In a fascinating essay published in the Journal of Musicology in 1987, John Spitzer surveyed 
a broad range of published opinions about the piece, from those of provincial critics 
reviewing local performances to those of leading Mozart scholars. He showed that views 
on the quality of the work often depended on whether one thought it was by Mozart 
or not and concluded, “There is no question that much of what critics write about the 
Sinfonia concertante is shaped by what other critics have written. Program note writers 
crib extensively from musicologists and from notes by other writers. Concert reviewers 
crib from program note writers. Record reviewers crib from liner notes. Almost everyone 
cribs from Einstein.” Spitzer notes that Einstein’s phrase “planned entirely for brilliance, 
breadth and expansiveness” was used by many commentators and the words even became 
attributed to Mozart himself.

It is a fascinating predicament. If few contemporary experts believe what we hear today 
is a piece as Mozart would have written it, its essence is so good that it seems hard to 
contemplate the work being a 19th-century fraud. After more than a century of scholarly 
exegesis, the work now bears the confusing designation of “KV3 297b (= Anh. 9) / KV6 
(1964) Anh. C: 14.01.” It is an excellent piece of music, regardless of who composed it, and 
offers all four wind soloists ample opportunity for solo and concertante playing. The piece 
sounds enough like Mozart that it still belongs comfortably within the “doubtful” (rather 
than the “spurious”) category in Köchel’s catalogue. 

— Christopher H. Gibbs/Paul J. Horsley

Mozart’s Sinfonia concertante for winds was composed in 1778. 

The first Philadelphia Orchestra performances of the work were in October 1927, with Orchestra members 
Marcel Tabuteau, Daniel Bonade, Walter Guetter, and Anton Horner as soloists; Fritz Reiner was the 
conductor. The most recent subscription performances of the piece were in June 2019, with Orchestra members 
Richard Woodhams, Ricardo Morales, Daniel Matsukawa, and Jennifer Montone as soloists and Yannick 
Nézet-Séguin on the podium.

The Sinfonia concertante was recorded by the Orchestra twice: in 1940 for RCA with Tabuteau, Bernard 
Portnoy, Sol Schoenbach, and Mason Jones, led by Leopold Stokowski, and in 1957 for CBS with John de Lancie, 
Anthony Gigliotti, Bernard Garfield, Mr. Jones, and Eugene Ormandy.

The work runs approximately 30 minutes in performance.

Christopher H. Gibbs is James H. Ottaway Jr. Professor of Music at Bard College and has been the program 
annotator for The Philadelphia Orchestra since 2000. He is the author of several books on Schubert and Liszt, 
and the co-author, with Richard Taruskin, of The Oxford History of Western Music, College Edition.

Paul J. Horsley is performing arts editor for  The Independent  in Kansas City. Previously he was program 
annotator and musicologist for The Philadelphia Orchestra and music and dance critic for the Kansas City Star.
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Symphony No. 4 (“Romantic”)
Anton Bruckner 
Born in Ansfelden, Austria, September 4, 1824 
Died in Vienna, October 11, 1896

Most biographies of Anton Bruckner agree that there is 
little direct correlation between the composer’s personality 
and the traits displayed in his music. As one of the last great 
Austro- German symphonists (succeeded by Gustav Mahler), 
Bruckner expanded the scope of the genre to bold, ambitious 
proportions, and enlivened the traditional four-movement 
format with rich harmonies, unusual orchestrations, and 
late-Romantic expressivity. But he was, by all accounts, a 
self-effacing man in an era when humility was something of a 
liability among leading musicians.

Constant Tinkering During the 20th century, Bruckner scholars focused much of their 
attention on the composer’s apparently constant second-guessing and solicitation of 
approval from his associates. It is true that he was an inveterate reviser, producing multiple 
versions of many of his most important scores. For a more assertive composer this might 
simply be regarded as a mark of perfectionism. But Bruckner has often been portrayed as 
a feeble and indecisive man who too readily acceded to others’ suggestions and vacillated 
chronically, thus creating what was labelled the “Bruckner Problem.”

More recent scholarship has tempered this view and suggests that Bruckner revised not out 
of indecision or feebleness but rather because he felt there were necessary changes to be 
made. Moreover, his revisions are almost always for the better, showing the astuteness and 
sensitivity of a great musical mind. And he seems not to have bowed to external pressure or 
acted indecisively as readily as some scholars had earlier suggested.

Bruckner’s first music teacher was his father, a schoolmaster in the Upper Austrian 
village of Ansfelden, near Linz. Though he quickly became proficient on the organ, young 
Bruckner was perpetually concerned that he didn’t know enough to be a successful 
professional musician. He took a position as an assistant schoolmaster but continued to 
study music in his spare time, and even composed a little. After a few years he moved to 
Sankt Florian to work as an assistant schoolteacher at the monastery, while also teaching 
music to the choirboys and playing the monastery organ. In 1855 he was appointed 
cathedral organist in Linz and, although already in his 30s, began a six-year study of 
harmony and counterpoint with the noted Viennese theorist Simon Sechter. He then 
studied form and orchestration with Otto Kitzler, conductor at the Linz Theatre, who 
introduced him to the music of Wagner. Throughout the 1860s, Bruckner divided his time 
between Vienna and Linz, and in 1868 committed himself permanently (though somewhat 

The Music



29

reluctantly) to Vienna, where he took a position at the Conservatory and played organ for 
the Court Chapel.

A Focus on Symphonies It was in Vienna that Bruckner turned his attention to writing 
symphonies, in the end totaling nine numbered symphonies in addition to the two earlier 
unnumbered ones he had composed in Linz. The mature symphonies are long works, richly 
harmonized and polyphonically complex. While some of his contemporaries described the early 
Vienna works as “wild” and “nonsensical,” they inspired a generation of younger composers—
including Mahler—who attended Bruckner’s lectures at the Vienna Conservatory.

The Fourth Symphony was the first of Bruckner’s works in the genre to receive an 
enthusiastically positive response and remains his best-known piece. It was written in 1874 
but was then revised six more times over the next 14 years. Bruckner made substantial 
alterations to the Symphony in 1878, revising the first two movements and completely 
replacing the last two. A year later he composed a third finale, and it was this version that 
was premiered under the baton of Hans Richter in 1881. More tweaking took place over 
the 1880s, sometimes notated in the hands of Bruckner’s associates. The later version was 
performed to great acclaim in January 1888, again conducted by Richter. The following 
month, Bruckner made some more revisions, and this was the version that was finally 
published in 1889.

As the first complete scholarly edition of the works of Bruckner was being prepared for 
publication in the 1930s, the editors began to question the authenticity of the published 
score, claiming it was based on a bowdlerized or “murky” manuscript whose validity 
was “unverifiable.” The chief editor, Robert Haas, proclaimed the 1878–80 version as 
the definitive one, and it was that score that was performed almost exclusively for the 
remainder of the 20th century. Recently the American musicologist Benjamin Korstvedt 
has argued for the authenticity of the 1888 version.

A Closer Look The subtitle “Romantic” is Bruckner’s own—the only subtitle he gave 
to any of his symphonies—and refers to the deeply mythologized notions of medieval 
romance that appealed to late-19th-century Europeans, who were then in the midst of a 
Gothic revival in all the arts. In his correspondence, Bruckner indicated that the program 
for this work centered on the story of a hunt. After a nocturnal string tremolo that opens 
the first movement (Bewegt, nicht zu schnell), the horn announces the sunrise and 
the dawn of a new day for hunting. The theme is eventually taken up by the rest of the 
orchestra and developed using Bruckner’s favorite rhythm of two beats followed by a 
triplet. A lighthearted second theme appears first in the strings, evoking the gentle folk-
dance flavor that Mahler would later allude to in the Ländler movements of some of his 
symphonies. The main “horn call” motif then opens the development section, which ebbs 
and flows around a brief treatment of the second theme and further development of the 
“Bruckner rhythm,” culminating in a majestic brass chorale garlanded with string tremolos. 
This sets up the recapitulation, where the first theme is embroidered with an added 
flute solo, and the second theme is harmonically enriched with unusual modulations. An 
extended coda prepares for a triumphant return to E-flat at the conclusion.

Bruckner described the C-minor second movement (Andante quasi allegretto) as a 
“song,” “prayer,” and “serenade,” though it is written in the tempo and rhythm of a funeral 
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march. (This movement undoubtedly inspired the slow movement of Mahler’s First 
Symphony, which is also a hunt-based funeral march.) The first theme is introduced by the 
cellos and developed before the haunting second theme appears in the violas. In a modified 
sonata-allegro form, both themes are then further developed and reprised, and after some 
harmonic wandering and a triumphant fanfare, the movement settles into a mysterious 
C-major conclusion.

For this version of the Symphony, Bruckner fashioned a lusty “Hunting Scherzo” (Bewegt) 
that opens with the horns playing a variation on the composer’s favorite rhythm. Though 
it starts softly, the movement builds into a wholehearted celebration, interspersed with 
shadowy episodes where the hunting horns sound from a distance. The Trio section  
(Nicht zu schnell. Keinesfalls schleppend) features a pastoral dance tune that, 
according to Bruckner’s program, imitates the sound of a barrel organ entertaining the 
hunters while they break for lunch.

In 1878 Bruckner had composed a “Volksfest” finale to the Symphony, which he replaced in 
1880 with a new finale (Bewegt, doch nicht zu schnell) that seems to dispense entirely 
with the work’s “hunting” theme. Rather than returning firmly to the tonic key of E-flat, 
this finale tends to linger furtively around B-flat (the dominant) before exploring myriad 
other key areas. A slow, falling motif in the winds and brass at the start overshadows the 
lingering remnants of the “Bruckner rhythm” from the Scherzo. In sonata-allegro form, the 
finale then juxtaposes two theme groups, developing and recapitulating the grand, sinister 
theme and its more lyrical counterpart. But all this is merely prolonged preparation for 
the apotheosis of the Finale, which is its lengthy coda. Over 65 measures of tremolo string 
sextuplets, a slow, long-breathed brass theme builds to a cosmically expansive conclusion 
that finally, radiantly, settles onto tonic harmony at the end.

—Luke Howard

Luke Howard is associate director of the School of Music at Brigham Young University, and for many years 
wrote program notes for The Philadelphia Orchestra, the Aspen Music Festival, and Utah Opera. His research 
focuses on classical music in popular culture and the reception histories of well-known concert works.

Bruckner composed his Fourth Symphony in 1874 and revised it from 1878 to 1880 and again in 1887–88.

Fritz Scheel introduced the Bruckner Fourth to Philadelphia Orchestra audiences in November 1906. The most 
recent subscription performances of the piece were in March 2023, with Herbert Blomstedt conducting.

The Orchestra has recorded the Fourth Symphony twice: in 1967 with Eugene Ormandy for CBS and in 1994 
with Wolfgang Sawallisch for EMI.

The score calls for two flutes, two oboes, two clarinets, two bassoons, four horns, three trumpets, three trombones, 
tuba, timpani, and strings.

Performance time is approximately 65 minutes.

Program notes © 2025. All rights reserved. Program notes may not be reprinted without written 
permission from The Philadelphia Orchestra Association.



SPOTLIGHT SERIES
The biggest stars take center stage for recitals in Marian Anderson Hall

HILARY HAHN  
AND LANG LANG  
Thursday, December 4    
An extraordinary musical experience as two 

of the world’s most celebrated musicians join 

forces for a one-night-only recital.

The Brodsky Star

VÍKINGUR ÓLAFSSON  
Thursday, March 19   

One of today’s most sought-after pianists 

whose recordings have drawn nearly a billion 

streams and won many awards including 

BBC Music Magazine Album of the Year.

ITZHAK PERLMAN:  
IN THE FIDDLER’S HOUSE
Sunday, May 3
Itzhak Perlman brings a live presentation 

of his Emmy® Award–winning special of 

klezmer music to Marian Anderson Hall. 

philorch.org/spotlight
The Philadelphia Orchestra does not perform on the Spotlight Series.

Photos: Chris Lee, Olaf Heine, Ari Magg / 

Deutsche Grammophon, Masterclass.com, PRESENTING SPONSOR

The Brodsky Star Spotlight Series is sponsored 

by the Julian and Lois Brodsky Foundation.

Save 10% when you buy all three!
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Musical Terms
GENERAL TERMS
Chorale: A hymn tune of the German 
Protestant Church, or one similar in style. 
Chorale settings are vocal, instrumental,  
or both. 
Chord: The simultaneous sounding of three  
or more tones
Coda: A concluding section or passage added  
in order to confirm the impression of finality 
Concertante: A work featuring one or more  
solo instruments 
Concerto grosso: A type of concerto in 
which a large group (known as the ripieno or 
the concerto grosso) alternates with a smaller 
group (the concertino). The term is often 
loosely applied to any concertos of the Baroque 
period except solo ones. 
Con variazioni: With variations
Counterpoint: The combination of 
simultaneously sounding musical lines 
Development: See sonata form
Dominant: The fifth degree of the major or 
minor scale, the triad built upon that degree,  
or the key that has this triad as its tonic
Harmonic: Pertaining to chords and to the 
theory and practice of harmony 
Harmony: The combination of simultaneously 
sounded musical notes to produce chords and 
chord progressions 
K.: Abbreviation for Köchel, the chronological  
list of all the works of Mozart made by Ludwig 
von Köchel 
Ländler: An Austrian folk dance in triple time
Minuet: A dance in triple time commonly used 
up to the beginning of the 19th century as the 
lightest movement of a symphony
Polyphony: A term used to designate music 
in more than one part and the style in which all 
or several of the musical parts move to some 
extent independently 
Recapitulation: See sonata form
Scale: The series of tones which form (a) any 
major or minor key or (b) the chromatic scale 
of successive semi-tonic steps 

Scherzo: Literally “a joke.” Usually the third 
movement of symphonies and quartets that 
was introduced by Beethoven to replace the 
minuet. The scherzo is followed by a gentler 
section called a trio, after which the scherzo is 
repeated. Its characteristics are a rapid tempo, 
vigorous rhythm, and humorous contrasts. 
Sinfonia concertante: An instrumental piece 
that combines features of the concerto grosso 
and the symphony 
Sonata form: The form in which the first 
movements (and sometimes others) of 
symphonies are usually cast. The sections are 
exposition, development, and recapitulation, 
the last sometimes followed by a coda. The 
exposition is the introduction of the musical 
ideas, which are then “developed.” In the 
recapitulation, the exposition is repeated with 
modifications.
Tonic: The keynote of a scale 
Tremolo: An effect produced by the very rapid 
alternation of down-bow and up-bow
Trio: A division set between the first section 
of a minuet or scherzo and its repetition, 
and contrasting with it by a more tranquil 
movement and style
Triplet: A group of three equal notes 
performed in the time of two

THE SPEED OF MUSIC (Tempo)
Adagio: Leisurely, slow 
Allegretto: A tempo between walking speed 
and fast 
Allegro: Bright, fast 
Andante: Walking speed 
Andantino: Slightly quicker than walking speed 
Bewegt: Animated, with motion
Keinesfalls schleppend: Not sluggish
Nicht zu schnell: Not too fast
Schnell: Fast

TEMPO MODIFIERS 
Doch nicht zu: But not too
Quasi: Almost



Located inside  
the Kimmel Center 

Regular Hours
Tues–Sat 8 AM–10 PM 
Sun 10 AM–8 PM

Extended Hours
Open late on performance  
nights, with last call one hour  
post-performance.

Join Us for Happy Hour!
Tues–Fri 4–6 PM

One of Philadelphia 
magazine’s Best  

New Restaurants!

Located Inside the  
Kimmel Center

Pre-theater menu 
and post-show  
happy hour available.
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Audience Services
We want you to enjoy each and every concert 
experience you share with us. We would love 
to hear about your experience at the Orchestra 
and it would be our pleasure to answer any 
questions you may have. 
Please don’t hesitate to contact us via phone at 
215.893.1999, in person in the lobby, or online at 
ensembleartsphilly.org/contact-us.
Purchase tickets online at www.philorch.org.
Subscriber Services:  
215.893.1955, Mon.–Fri., 9 AM–5 PM
Please visit ensembleartsphilly.org/
tickets-and-events/ticket-information for 
information on Audience Services and 
Box Office hours and locations.
On concert dates (two hours before 
concert time and through intermission), 
the Box Office will be located at: 
The Kimmel Center 
Broad and Spruce Streets 
Philadelphia, PA  19102
Web Site: For information about The 
Philadelphia Orchestra and its upcoming 
concerts or events, please visit philorch.org.
Individual Tickets: Don’t assume that your 
favorite concert is sold out. Subscriber turn-
ins and other special promotions can make 
last-minute tickets available. Visit us online at 
philorch.org.
Subscriptions: The Philadelphia Orchestra 
offers a variety of subscription options each 
season. These multi-concert packages feature 
the best available seats, ticket exchange privileges, 
discounts on individual tickets, and many other 
benefits. Learn more at philorch.org.
Ticket Turn-In: Subscribers who cannot use 
their tickets are invited to donate them and 
receive a tax-deductible acknowledgement 
by calling 215.893.1999. Twenty-four-hour 
notice is appreciated, allowing other patrons 
the opportunity to purchase these tickets and 
guarantee tax-deductible credit. 
PreConcert Conversations: PreConcert 
Conversations are held prior to most 
Philadelphia Orchestra subscription concerts, 
beginning one hour before the performance. 
Conversations are free to ticket holders, 

feature discussions of the season’s music and 
music-makers, and are supported in part by 
the Hirschberg-Goodfriend Fund in memory 
of Adolf Hirschberg, established by Juliet J. 
Goodfriend.
Lost and Found: Please call 215.670.2321.
Late Seating: Late seating breaks usually 
occur after the first piece on the program or at 
intermission in order to minimize disturbances 
to other audience members. If you arrive after 
the concert begins, you will be seated only 
when appropriate breaks in the program allow.
Accessible Seating: Accessible seating is 
available for every performance. Please visit 
philorch.org/patron-services/plan-your-visit/
accessibility for more information.
Assistive Listening: With the deposit of 
a current ID, hearing enhancement devices 
are available at no cost from the House 
Management Office in Commonwealth Plaza. 
Hearing devices are available on a first-come, 
first-served basis.
Large-Print Programs: Large-print 
programs for every subscription concert are 
available in the House Management Office in 
Commonwealth Plaza. Please ask an usher  
for assistance.
Fire Notice: The exit indicated by a red light 
nearest your seat is the shortest route to the 
street. In the event of fire or other emergency, 
please do not run. Walk to that exit.
No Smoking: All public space in Ensemble 
Arts Philly venues is smoke-free.
Cameras and Recorders: The taking of 
photographs or the recording of Philadelphia 
Orchestra concerts is strictly prohibited, but 
photographs are allowed before and after 
concerts and during bows. By attending this 
Philadelphia Orchestra concert you consent 
to be photographed, filmed, and/or otherwise 
recorded for any purpose in connection with 
The Philadelphia Orchestra.
Electronic Devices: All watch alarms should 
be turned off while in the concert hall and  
all cellular phones should be switched to  
silent mode.


