
SUNDAY, 8 MARCH 2026 14 30

Ruddock Hall, Performing Arts Centre 

C H O R A L  &  O R C H E S T R A L
CONCERT

C H O R A L  S O C I E T Y
K E S / K E H S  S Y M P H O N Y  O R C H E S T R A

:

Tickets £10.00 Adults £5.00 Concessions





W O L F G A N G  A M A D E U S  M O Z A R T
‘ N E T T U N O  S ’ O N O R I ’  

F R O M  I D O M E N E O

A N T O N  B R U C K N E R
L O C U S  I S T E

F R A N Z  S C H U B E R T  
M A S S  I N  G

D r .  L e i g h  d e d i c a t e s  t h e s e  p e r f o r m a n c e s  o f  B r a h m s ' s  l a s t  s y m p h o n y  w i t h
t h a n k s  t o  t h e  m e m o r y  o f  P r o f e s s o r  R o b e r t  P a s c a l l .

J O H A N N E S  B R A H M S
S Y M P H O N Y  N O .  4 ,  O P.  9 8

Interval



S i n g i n g  a  m a s s  i n  a  s e c u l a r  s e t t i n g

A s  C h o r a l  s o c i e t y  h a s  b e e n  p r e p a r i n g  f o r  o u r  c o n c e r t s  t h i s  y e a r ,
w e  h a v e  b e e n  w o r k i n g  w i t h  u n d e r s t a n d i n g  o u r  l y r i c s  a n d  h o w  t o
r e l a t e  t h e  o r i g i n s  o f  t h e  m u s i c  t o  o u r  c u r r e n t  s i t u a t i o n .  I t  i s
a l w a y s  i m p o r t a n t  t o  u n d e r s t a n d  t h e  m e a n i n g  o f  a  t e x t ,  b u t  a l s o
t o  c o n s i d e r  t h e  c o n t e x t  i t  c a m e  f r o m  a n d  h o w  t h e  m u s i c a l
d e c i s i o n s  t h e  c o m p o s e r  m a d e  m a y  i l l u s t r a t e  a n d  e n h a n c e  t h e i r
o w n  p e r s p e c t i v e .

O v e r  t h e  c e n t u r i e s ,  t h e  C h r i s t i a n  f a i t h  a n d  t r a d i t i o n  h a s  g r e a t l y
i n f l u e n c e d  t h e  d e v e l o p m e n t  o f  c h o r a l  m u s i c ,  n o t  l e a s t  a s  m a n y
c o m p o s e r s  f o u n d  t h e i r  m a i n  i n c o m e  a n d  p e r f o r m a n c e
o p p o r t u n i t i e s  i n  r e l i g i o u s  s e t t i n g s .  C h u r c h e s  r e q u i r e d  s u n g
m a s s e s  a n d  o t h e r  m u s i c  e a c h  w e e k ,  a n d  o r g a n i s t s  w o u l d  e i t h e r
w r i t e  t h i s  t h e m s e l v e s  ( s u c h  a s  J .  S .  B a c h  o r  G .  F a u r é )  o r  s o u r c e
w o r k s  b y  o t h e r s .  N o b i l i t y  w h o  k e p t  t h e i r  o w n  m u s i c i a n s  a n d
c o m p o s e r s  w o u l d  w i s h  f o r  m a n y  k i n d s  o f  e n t e r t a i n m e n t ,  b u t
a l s o  a s k  f o r  m u s i c  f o r  s p e c i a l  o c c a s i o n s  w i t h  r e l i g i o u s  e l e m e n t s
s u c h  a s  w e d d i n g s  o r  f u n e r a l s .  W h e n  c o m p o s e r s  h a d  a  s p e c i f i c
s i t u a t i o n  t o  w r i t e  f o r ,  a n d  o f t e n  a l s o  g i v e n  t e x t s  f o r  a  m a s s  o r
o t h e r  l i t u r g y ,  t h e i r  p e r s o n a l  p e r s p e c t i v e  w o u l d  i n s t e a d  b e
s h o w n  t h r o u g h  t h e i r  m u s i c a l  l a n g u a g e  a n d  t h e  e m p h a s i s  t h e y
g a v e  b o t h  i n d i v i d u a l  w o r d s  a s  w e l l  a s  w h o l e  s e c t i o n s  o f  a  t e x t .
A s  c h u r c h  m u s i c  p r o g r e s s e d  a n d  b e c a m e  m o r e  c o m p l e x ,
c o m p o s e r s  a l s o  b e g a n  r e p e a t i n g  w o r d s  a n d  e v e n  s e c t i o n s ,  t h u s
p u t t i n g  g r e a t e r  e m p h a s i s  o n  t h e m .

To d a y ,  o u r  s o c i e t y  i s  o f  c o u r s e  v e r y  d i f f e r e n t  f r o m  V i e n n a  i n
t h e  1 8 0 0 ’ s .  We  e x c h a n g e  i d e a s  a n d  i n f l u e n c e s  d a i l y ,  a n d  a t  a
v e r y  f a s t  p a c e .  We  t r a v e l  a n d  s e e  o t h e r  c l i m a t e s  a n d  s c e n e r y ,
e x p e r i e n c e  o t h e r  w a y s  o f  l i f e ,  a n d  w e  b r i n g  b a c k  m e m o r i e s  a n d
i n s p i r a t i o n  t o  o u r  l i f e  h e r e  i n  B i r m i n g h a m .  W i t h i n  o u r  c i t y ,  w e
g e t  t o  k n o w  p e o p l e  o f  a l l  f a i t h s  a n d  h e r i t a g e s ,  h a v e  t h e
o p p o r t u n i t y  t o  l e a r n  f r o m  e a c h  o t h e r ’ s  e x p e r i e n c e s  a n d
c u l t u r e s ,  a n d  h a v e  a  r a r e  o p p o r t u n i t y  o f  u n d e r s t a n d i n g  a n d
a p p r e c i a t i n g  t h e  v i v i d  r a n g e  o f  p e r s p e c t i v e s  o f  l i f e  o n  t h i s
p l a n e t .  T h i s  r i c h  t e x t u r e  o f  i n f l u e n c e s  a n d  i d e a s  c o n t r a s t
s t r o n g l y  w i t h  t h e  e n v i r o n m e n t  o f  V i e n n a  i n  t h e  1 8 1 0 ’ s .  A t  t h e
t i m e ,  t r a v e l  w a s  a  p r i v i l e g e  o f  f e w ,  a n d  w h i l s t  i n t e l l e c t u a l
d i s c u s s i o n  w a s  a  p o p u l a r  p a s t i m e  a c r o s s  t h e  c o n t i n e n t ,
d e m o c r a c y  w a s  a  r e l a t i v e l y  n e w  c o n c e p t  a n d  s o c i e t y  w a s  s t i l l
s t r o n g l y  s t e e p e d  i n  t h e  t r a d i t i o n a l  c o n t e x t s  o f  f e u d a l  E u r o p e
w i t h  t h e  n o b i l i t y  r u l i n g  t h e  l o w e r  c l a s s e s  a n d  r e g u l a r  r e l i g i o u s
o b s e r v a n c e  b e i n g  t h e  e x p e c t a t i o n  f o r  a l l .



H o w e v e r ,  d e s p i t e  t h e  d i f f e r e n c e s  i n  s o c i e t a l  n o r m s  a n d  f o r m s
o f  p e r s o n a l  e x p r e s s i o n ,  c o m m o n  t h e m e s  o f  t h e  h u m a n
e x p e r i e n c e  e c h o  t h r o u g h  t h e  c e n t u r i e s .  L i k e w i s e ,  t h e  m u s i c  w e
h e a r  f r o m  t h e  p a s t  c a n  r e s o n a t e  f a r  b e y o n d  i t ’ s  o r i g i n a l
c o n t e x t ,  e s p e c i a l l y  w h e n  y o u  c o n s i d e r  t h e  e m o t i o n s  a n d
e x p e r i e n c e s  t h a t  m a y  h a v e  t r i g g e r e d  t h e  c o m p o s i t i o n  i n  t h e
f i r s t  p l a c e .  W h e n  a p p l y i n g  t h i s  t o  a  m a s s  s e t t i n g  w e  t h e r e f o r e
f i r s t  l o o k e d  a t  t h e  o r i g i n  o f  t h e  t e x t  –  t h e  c h u r c h  l i t u r g y  –  a n d
t h e n  e x p l o r e d  h o w  a  p e r s o n  o f  f a i t h  w o u l d  f e e l  r e g a r d i n g  i t .
T h e n  w e  d i s c u s s e d  w h a t  S c h u b e r t ’ s  m u s i c  i t s e l f  r e f l e c t s  a n d
i n s p i r e s ,  i . e .  w h a t  t h e  c o m p o s e r ’ s  i n t e n t i o n  m i g h t  h a v e  b e e n ,
a n d  h o w  t h a t  a f f e c t s  o u r  u n d e r s t a n d i n g  o f  t h e  s i t u a t i o n .
F i n a l l y ,  w e  h a v e  d i s c u s s e d  h o w  t h e s e  f e e l i n g s  a n d  i m p r e s s i o n s
a p p l y  t o  u s  i n  o u r  c u r r e n t  c o n t e x t ,  a n d  w h a t  w o u l d  b e  a
r e l e v a n t  p e r s p e c t i v e  f o r  u s .  I f  w e  a r e  a  p e r s o n  o f  f a i t h ,
C h r i s t i a n  o r  o t h e r w i s e ,  d o  t h e s e  f e e l i n g s  r e s o n a t e  a n d  a p p l y
w i t h i n  o u r  o w n  c o n t e x t ?  I f  w e  s e e  b e y o n d  r e l i g i o n ,  w h i c h  o t h e r
s i t u a t i o n s  i n s p i r e  t h e s e  f e e l i n g s  i n  o u r  l i v e s ?  W h a t  a r e  t h e
i s s u e s  w e  w i s h  t o  a d d r e s s ?  W i t h  t h i s  i n  m i n d ,  w e  t h e n
d e v e l o p e d  o u r  i n t e r p r e t a t i o n  o f  t h i s  M a s s  i n  G  b y  S c h u b e r t  a s
e x p l a i n e d  i n  f u r t h e r  p a g e s  t o  c o m e .

I  h o p e  y o u  e n j o y  t h e  p e r f o r m a n c e !

L i n n e a  M a r k g r e n
C h o r a l  D i r e c t o r



T h i s  c h o r u s  i s  a n  i n t e r m e z z o  f r o m  M o z a r t ’ s  o p e r a  I d o m e n e o .
I t  w a s  c o m m i s s i o n e d  i n  1 7 8 0  f o r  a  c o u r t  c a r n e v a l ,  a n d
p r e m i e r e d  i n  1 7 8 1  i n  M u n i c h ,  G e r m a n y .  B a s e d  o n  a  F r e n c h
p l a y ,  C r é b i l l o n  p è r e ,  t h e  m u s i c a l  a n d  d r a m a t i c  s t r u c t u r e
b l e n d s  b o t h  F r e n c h  i n f l u e n c e s  w i t h  t h e  m o r e  c o m m o n  I t a l i a n
o p e r a  t r a d i t i o n .  T h e  s t o r y  b e g i n s  s h o r t l y  a f t e r  t h e  Tr o j a n  w a r
a n d  i s  p r e d o m i n a n t l y  s e t  o n  C r e t e .  O n  h i s  w a y  h o m e ,
I d o m e n e o ,  k i n g  o f  C r e t e ,  i s  s a v e d  f r o m  d e a t h  b y  N e p t u n e ,  t h e
g o d  o f  t h e  s e a .  T h a n k f u l  f o r  h i s  s a f e  r e t u r n ,  h e  o r g a n i s e s  a
f e s t i v a l  t o  c e l e b r a t e  N e p t u n e  a n d  g i v e  h i m  o f f e r i n g s .  T h i s
c h o r u s  f r o m  t h e  e n d  o f  A c t  I  s h o w s  t h e  g r a t i t u d e  a n d  j o y  o f
t h e  c i t i z e n s  d u r i n g  t h e  f e s t i v i t i e s .

N E T T U N O  S ' O N O R I                               W.  A .  M O Z A R T
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I t a l i a n :

C h o r u s :  
N e t t u n o  s ' o n o r i ,  Q u e l  n o m e  r i s u o n i ,  
Q u e l  N u m e  s ' a d o r i  S o v r a n o  d e l  m a r ;  
C o n  d a n z e  e  c o n  s u o n i  c o n v i e n  f e s t e g g i a r .  

Qu a r t e t :  
D a l  l u n g e  c i  m i r a  d i  G i o v e  l ' i r a ,  
E  i n  u n  b a l e n o  v a  a l l ' E g h e  i n  s e n o ,  
D a  r e g a l  s e d e  To s t o  p r o v v e d e ,  
F a  i  g e n e r o s i  d e s t r i e r  s q u a m m o s i  
R a t t o  a c c o p p i a r .  

D a l l ' o n d e  f u o r e  s u o n a n  s o n o r e  
Tr i t o n i  a r a l d i  r o b u s t i ,  e  b a l d i  
B u c c i n e  i n t o r n o .  g i a  r i e d e  i l  g i o r n o ,  
C h e  i l  g r a n  t r i d e n t e  i l  m a r  f u r e n t e  
S e p p e  d o m a r .

C h o r u s :  
N e t t u n o  s ' o n o r i ,  e t c .

Du e t :  
S u  c o n c a  d ' o r o  r e g i o  d e c o r o  
S p i r a  N e t t u n o .  s c h e r z a  P o r t u n o  
A n c o r  b a m b i n o  c o l  s u o  d e l f i n o ,  
C o n  A n f i t r i t e .  o r  n o i  d i  D i t e  
F e '  t r i o n f a r ,  N e r e i d e  a m a b i l i ,
N i n f e  a d o r a b i l i ,  c h e  a l l a  g r a n  D e a  
C o n  G a l a t e a  c o r t e g g i o  f a t e ,  
D e h  r i n g r a z i a t e  p e r  n o i  q u e i  N u m i ,  
C h e  i  n o s t r i  l u m i  f e r o  a s c i u g a r .

C h o r u s :  
N e t t u n o  s ' o n o r i ,  e t c .  
O r  s u o n i n  l e  t r o m b e ,  
S o l e n n e  e c a t o m b e  
A n d i a m  p r e p a r a r .

Tr a n s l a t i o n :

C h o r u s :
L e t  N e p t u n e  b e  h o n o u r e d !

L e t  h i s  n a m e  r e s o u n d
a n d  t h a t  g o d ,  t h e  s o v e r e i g n

o f  t h e  s e a ,  b e  a d o r e d .
I t  i s  m e e t  t h a t  w e  s h o u l d  c e l e b r a t e

i n  d a n c e  a n d  m u s i c .

Qu a r t e t :  
F r o m  a f a r  h e  w a t c h e s  J o v e ' s  a n g e r

a n d  i n  a  m o m e n t  d e s c e n d s  t o  t h e  s e a ' s  d e p t h s ,
w h e r e  i n  h i s  r o y a l  s e a t  h e  m a k e s  r e a d y

a n d  s w i f t l y  h a s  h i s  g r e a t  s c a l y  s t e e d s  h a r n a s s e d .
F r o m  o u t  t h e  w a v e s  r o b u s t  t r i t o n s  j o v i a l l y  s o u n d

t h e i r  l o u d  t r u m p e t s  a r o u n d .
D a y l i g h t  r e t u r n s ,  f o r  N e p t u n e ' s  g r e a t  t r i d e n t

h a s  p o w e r  t o  t a m e  t h e  r a g i n g  s e a

C h o r u s :
L e t  N e p t u n e  b e  h o n o u r e d !  e t c .

Du e t :
N e p t u n e  b l o w s  o n  h i s  g o l d e n  s h e l l ,  h i s  r o y a l

e m b l e m .
P o r t u n u s ,  s t i l l  a n  i n f a n t ,  p l a y s  w i t h  h i s  d o l p h i n

a n d  w i t h  A m p h i t r i t e .  H e  m a d e  u s  v i c t o r i o u s  o v e r
t h e  g o d  o f  H a d e s .  L o v e l y  n e r e i d s ,  a d o r a b l e

n y m p h s  w h o  w i t h  G a l a t e a  f o r m  a  c o u r t  t o  t h e
g r e a t  g o d d e s s ,  o  g i v e  o u r  t h a n k s  t o  t h o s e  g o d s

w h o  a l l o w e d  u s  t o  d r y  o u r  e y e s .

C h o r u s :
L e t  N e p t u n e  b e  h o n o u r e d !  e t c .

N o w  l e t  t h e  t r u m p e t s  s o u n d  a n d  u s  g o  t o  p r e p a r e
s o l e m n  s a c r i f i c e .



L O C U S  I S T E                                              A .  B R U C K N E R

T h i s  p i e c e  w a s  c o m p o s e d  i n  1 8 6 9  f o r  t h e  c o n s e c r a t i o n  o n
t h e  v o t i v e  c h a p e l  o f  t h e  N e w  C a t h e d r a l  i n  L i n z ,  A u s t r i a .
A t  t h e  t i m e ,  A n t o n  B r u c k n e r  w a s  a  p r o f e s s o r  o f
c o m p o s i t i o n  i n  V i e n n a ,  b u t  h e  h a d  p r e v i o u s l y  s e r v e d  a s
o r g a n i s t  i n  L i n z ’  o l d  c a t h e d r a l .  T h e  t e x t  d e s c r i b e  t h e
p l a c e ,  t h e  c h a p e l ,  a s  m a d e  b y  G o d ,  b l a m e l e s s  a n d  h o l y .
We  f o u n d  t h a t  t h e  s a m e  s e n t i m e n t  c a n  a p p l y  t o  t h e  w o r l d
a r o u n d  u s :  O u r  p l a n e t ,  o u r  c i t y ,  o u r  s p a c e s  w i t h  f r i e n d s
a n d  l o v e d  o n e s .  R e g a r d l e s s  o f  o u r  o w n  f a i t h ,  w e  c a n  a l l
s e e  t h e  w o r t h  a n d  w h o l e s o m e n e s s  o f  t h e  b e a u t y  a n d
w o n d e r  o f  n a t u r e ,  m u s i c  a n d  r e l a t i o n s h i p s .

Translation:

This place was made by God, 
a priceless sacrament; 
it is without reproach.

Italian:

Locus iste a Deo factus est, 
inaestimabile sacramentum,
irreprehensibilis est.



MASS IN G MAJOR, D.167                                                                                 F. SCHUBERT

ORCHESTRA

VIOLIN 1
LI WAN

CLARICE NGO
GLENDA CHEUNG

VIOLIN 2
TIAN CHEN

HILARY CHENG
JAMES LIU

VIOLA
KAREN MAO

SRILAKSHMI SEN
JACOB SILVERMAN

VIOLONCELLO
JOSHUA WEI

LAUREN ROBERTS
ZECHARIAH LEUNG

DOUBLE BASS
GABRIEL IYIOLA

SOLOISTS

SOPRANO
ELEANOR NG

TENOR
ADI RAY

BASS
AIDAN FORDE



Franz Schubert (1797-1828) is widely known as one of the great masters of German art
song with masterpieces such as Erlkönig, Ständchen and the song cycles Die Schöne
Mullerin and Winterreise amongst his over 600 vocal compositions. His use of texture
and the dramatic content of each instrumental part set him aside from his peers, and
his use of drama and story telling is also evident in his instrumental works, notably his
chamber music, piano pieces and seven symphonies.

In 1815, 18 year old Schubert composed prolifically alongside his work as a school
teacher. His first version of this Mass was written during six days in March that year,
although it was not published until 1846, 18 years after his death. In his latter years he
revised the orchestral scoring, but today we will perform his original version written
for strings and organ. The work follows a common liturgical pattern with six
movements:

I. Kyrie
The text Kyrie eleison means ‘Lord, have mercy’. Set to Schubert’s contemplative music
with sustained, lyrical lines, it is an invitation to reflect on ourselves, our actions and
our role in the world. The choir described this movement as Respectful, Peaceful,
Humble, Meditative and Reflective.

II. Gloria
The Celebratory and Exclamatory Gloria is full of rousing harmony and rhythm,
exulting God in the heavens and the peace on earth to good men. The calmer middle
section uses the text Miserere
Nobis, meaning ‘Have mercy upon us’. This is a moment to ask forgiveness for the
things we regret, before the music again carries us to celebrate the positives of life.

III. Credo
This is a statement of beliefs. As we discussed this movement, we found a complex
depth of meaning beyond the surface. In the beginning there is a great sense of
anticipation and hope for the future, illustrating the expectation that tomorrow will
bring good things. For all of us, this can illustrate keeping faith in our ability to
contribute to a better future and making a difference for the better. Every individual
act of kindness and good intent add up and accumulate into a greater movement
towards something better for all. We can all contribute, and this is the foundation of the
hope and faith we carry for a better world.



IV. Sanctus
The Sanctus is a celebration, singing praises to the good and holy things in the world.
For a Christian, this would be God, but the question is, what is it to you? Love?
Kindness? Fun things? Nature? Family and friendships? There are so many things
worthy of celebration.

V. Benedictus
Eleanor, Adi and Aidan sing of the blessing of those who walk the ways of God. We all
need people in the world who do good deeds and care for those around them, and this
is one way to recognise the immense contribution of those who do this both openly
and in the quiet of their own lives. They too are worth celebrating!

VI. Agnus Dei
In the last movement, we repeat our need for forgiveness and ask for peace. The world
is a turbulent place, but through talking, listening, recognising our faults and increasing
our understanding we can build bridges and find our common goals. By both asking
for and giving forgiveness we can reconcile and thus find peace both in our life and
hopefully too, in the world.

This is my hope for the future, and also how I view use of the Mass text within a secular
setting. Let us all Reflect, Ask for forgiveness, Celebrate the good, have Hope and Faith
in our ability to change the world for the better, Bless those who do good things in the
world, listen and Reconcile, so that we can all work together for peace in a better world.

Linnea Markgren
Choral Director



Interval



I - Allegro non troppo 

The exposition begins in E minor, consisting of a main theme, played by the
violins. If the latter note of each rising interval from bars 1-4 was written
down the octave, it is much easier to see the shape of falling and rising thirds
which make up this theme, and indeed the shape that returns again and again
throughout the movement, even the entire piece; 

 

Interestingly, this first theme connects to both the second and third
movements in its suggestion of mode and harmony. The first four notes form
an E minor, added sixth chord, the most distinctive note of which is the C.
This is used as an augmentation of the dominant of the home key, E minor,
to create tension through dissonance. However, C has another, rarer
relationship to the dominant, as it is the note on which the Neapolitan chord
of B is built. The Neapolitan chord lies on the flattened second of any key and
serves a predominant function; that being it prepares the dominant key
which is then expected to resolve to the tonic in a cadence. This flattened
second quality is shared by the Phrygian mode of the seven diatonic modes,
used widely in church and choral music, of which Brahms was most keenly
looking into during the composition of this symphony. The Phrygian is used
at the start of the second movement to suggest C major- which arrives at the
end of the second movement before being grandly restated by the third
movement. 

Brahms 4 

An analysis by Yilin Chen

 
Described by Brahms himself as a sad, lamenting symphony, his Fourth - the
last he would complete - is one of his darkest and most severe. Within this
work lies striking contrast between the two extremes of expression: the jovial
yet grand Scherzo as the third movement and the famous, tragic passacaglia
finale, in which Brahms draws on the roots of the Baroque to compose 30
variations on a chromatically adapted theme by Bach. The entire piece is
meticulously crafted, to the point where each movement feels as though
intricately tied together with thought-out, motivic threads, allowing each
climax to speak and emerge as if inevitable and not as excess. 

However, what makes the work so austere, so sincere? What lies in the score
and in the music that adds to the craftsmanship of the piece, and cement this
as one of Brahms’ greatest creations? These ‘notes’ explore some of these
things; here are things I’ve found about the movements that could be
interesting.



This same exact theme is played imitatively by the winds as form of variation,
who accompany the strings on the offbeat; 

Immediately demonstrating the nature of the writing behind this work. The
symphony begins immediately with imitative counterpoint as well as
variation. This serves somewhat to break the standard expectation of a first
movement - to simply suggest a subject to be developed later - and instead
plant the archaic, Baroque roots by which the work is framed. 

The repeat of a newer theme, after it is originally stated, consists of further
variation through crafted counterpoint; at the start of this repeat, there are
three instances which can be considered simultaneous variations of the first
theme, where thirds are re-stated;

Even before the transition between the first and second themes of the
exposition, Brahms already demonstrates his capability to write
counterpoint. 

There is a section in this closure to the exposition which shows the level of
rhythmic layering and complexity which most conductors of Brahms at that
time were often overlooking in favour of the colour of his music. The section
shown came as such a shock to American composer Gunther Schuller that he
stated, ‘there is nothing like it even in the Rite of Spring.’ This consists of the
pre-established fanfare rhythm, along with a recurring 2-3 polyrhythm which
becomes obvious in climactic moments during the work. 



Finally, the piece reaches an ending consisting of a ‘blood-curdling’ chord,
followed by 3 perfect cadence and an equally devastating plagal cadence, as
the timpanist firmly establishes their rightful amount of importance in this
movement. 

Looking ahead to the coda section after the recap, where the descending
thirds theme, which has been weaved throughout the movement, reappears
here in a new way; the intervals by which the strings enter. 

II - Andante moderato 
The beautiful, slow second movement begins on the same note we ended the
first movement; on E. The opening fanfare is played by the horns, heavily
suggesting C major due to its outlining of the triad. However, this is in fact
built on the E Phrygian which has no sharps or flats, and the ‘real’ melody
itself takes place on E major, played first by the clarinets and outlined by
pizzicato strings; 

The introduction to the second theme is done similarly to the first; an
ambiguous fanfare played by the winds and answered by strings, before the
theme is actually played by the cellos, in a soaring high register.



Later, the clarinets and bassoons play a descending line, setting up for the
coda section; which starts with a hazy, diminished moment of stasis, like
moments in the first movement build on a similar diminished seventh as well
as a timpani roll. The clarinets and oboe play broken fragments of the theme
in an attempt to find their way; 

Elisabeth von Herzogenberg, a student and frequent correspondent to
Brahms, wrote on this theme, ‘How every cellist will revel…in this glorious
long-drawn-out song breathing of summer!’ Perhaps it was moments like this
that made her fall in love with this movement.. 

In the recap, the theme is expanded into a demi-semiquaver counterpoint
against the original theme within the strings; after which the second theme
fanfare reappears and is restated again in full force; 

Once out of this haze, the clarinet breaks into a continuation of the main
theme, with a beautiful solo. What follows is the fanfare from the beginning
on the piece, set on E Phrygian again, except the accompaniment from the
orchestra is on E major. This feels as though the initial ambiguous tone of the
Phrygian mode has finally been resolved to E, which is rebutted by the use of
a C major chord, adding to the ambiguity of the true harmonic intentions of
the melody. The chord stays, before reaching the antepenultimate bar of
music; arpeggios that go from C, through E, to F and back to E to resolve the
movement. 



III - Allegro giocoso 
Being framed by a first and last movement that can only be described as
tragic, the Scherzo offers the opposite: lively, comedic and boisterous. Having
been composed the latest, even after the fourth movement (a year after the
first and second were completed), Brahms was advised by critic Max Kalbeck
to discard the movement, yet the initial doubt and lack of understanding
proved to only be due to never experiencing anything like this before. The
instrumentation for the movement is widened, expanding the wind section to
include the incredibly similar-in-pitch piccolo and contrabassoon, while
adding a third timpano and a triangle. The triangle is especially notable as
this is the only symphonic movement by Brahms to use a triangle; adding to
its character. The rare marking, giocoso ( jovially), suggests a comedic tone to
this movement, and is one which is heavily contrasted by the fourth.

The movement begins on the unambiguous tonic key of C; we have finally
reached the key that has been suggested since the first four notes of the entire
symphony. The first section pounces from one idea to the next; the opening
motif which is combined with its inversion for immediate contrapuntal
effect, the held chord which follows (providing a pause to the music each
time it appears), the staccato theme which follows, and a dramatic tune on E
flat, all within quite a short amount of time. 



After the theme is restated on its inversion and simplified variation, the
woodwinds play a chain of falling thirds, returning from the first movement
after it is hinted at by strings; 

The next theme and its variation is a carefree theme played in G major,
although not necessarily wholly stable. Its variation, as come to be expected
in this work, is a simplified version played by staccato wind and pizzicato
strings. 

 
The development arrives after a call and response between the orchestra
using the held chord from before; the two groups characterised by the
timpani and triangle. Like the first movement, the development begins with a
‘repeat’ of the first theme, before going to the relative minor, A. 



The next variation method consists of the main theme on the enharmonic
parallel major, D flat, where certain notes of the main theme are elongated, a
technique widely seen in Brahms’ writing. A bassoon solo then leads down
into the next section, where the intensity drops significantly and the
‘dramatic theme’ from earlier returns more pastoral and tranquil. 

Looking ahead to the coda, the initial call and response phrase develops to
become a camouflaged upwards scale; a transposition of the first five notes of
the fourth movement, anticipating it before it arrives. 

The piece then completes the harmonic journey of sonata form, ending in
the tonic key of C, resulting in a definitive ending. This, in effect, allows the
fourth to be freer in its exploration of structure. The fourth movement’s
structure is very uncommon indeed. 

IV - Allegro energico e passionato 
A passacaglia, or chaconne, is a musical form which consists of a bass-ostinato
and written variations on a theme. The names stem from dances originating
in Spain and eventually becoming common numbers in Baroque dance. 

The origination of the idea for a passacaglia-finale stems from Brahms’ huge
interest in Bach at the time. The last movement of Bach’s cantata No. 150,
‘Nach dir, Herr, verlanget mich’ is where Brahms initially drew the basis of
the theme for the fourth movement, although he had already stated, in 1882,
that he would have to alter it chromatically in order to write a symphonic
movement on the theme. Due to the repetitive nature of the passacaglia, the
use of this structure in this movement most definitely shows Brahms’
mastery of variation.  

Brahms most definitely also drew inspiration from Beethoven’s own Baroque
passacaglia, 32 Variations in C minor, which sits on the same melodic shape.
Importantly, the Beethoven theme has the chromatically raised fourth scale
degree which occurs in Brahms’ movement. 



If the purpose of the third movement was to hint at happiness and a comedic
nature, the purpose of this movement is anything but; the potential tragedy
of the movement is made clear first through the changes in instrumentation.
The piccolo and triangle are dropped, instead opting to keep the
contrabassoon and third timpani (though tuned to iii and not IV) as well as
picking up three trombones. 

The movement has an expository character in variations 1-9, and even a
theme resembling a second subject as the fourth variation; 

This subject is then explored in the further variations, up to 9, where the
winds play a chromatic descending line. This begins a winding-down,
transition section through variations 10-11 to prepare for the slower tempo of
the ‘middle section’. 

Variation 12 (espressivo) is a hauntingly beautiful flute solo over off-beat
strings to simply provide the harmony - in such a moment all there is to be
done is to enjoy what happens here. The 3/2 time signature instead of the
movement’s usual 3/4 retains throughout variations 12-15. 

The sixteenth variation is a recap of the original theme, with a return of the
opening theme while strings join after the fourth bar on a crashing,
descending scale. 



Variation 17 builds to 18, where the ‘second subject’ tune is transformed and
played. This is the beginning of a build-up of tension in variations, where it
increases through 19 and 20 to reach a high point at variation 21. In this
variation, the flutes and violins play furious upwards scales as the ostinato is
lost momentarily throughout all the chaos. The variation quiets down and
finishes pianissimo, where the music must gradually build again. 



The escalation begins in variation 23, and climaxes in the paired variations of
24 and 25, where the initial theme and variations is dramatically restated and
intensified, unleashing the fury of the frequent 2-3 polyrhythm. As it ends,
the variations quiet again. 

At the 26th and 27th variations, the key of C is again emphasised and tried
here, in some beautiful moments at the end of 26. 

The 28th and 29th variations are the last true quiet moments of the
symphony, where in 29 the falling third shape can be seen again, played
pianissimo on the offbeat; 

As variation 30 is reached, there is finally a true sense that the comedy and
the hope that was present before in this movement, in this symphony, is lost.
All hints of any possibility of C major, the key that seemed to be sought for
for so much of this work are lost; and the variation bursts out with the
descending third shape back on E minor finally played on the beat in two
overlapping canons, and descending down to finally bring forth the coda
section. 



The transitional bars between here and the coda maintain the canon and
contain the first four notes of the piece, used one last time to usher in the
coda. 

The coda begins with a fortissimo statement of the first five notes of the
theme. It then chromatically builds to the heaviest passage of the coda and
the trombone moment; a sped-up version of the ostinato theme which sits on
the fifth, sharpened note before resolving each time. 

The music quiets down only momentarily to set up the same cataclysmic
faster variation of the theme, before it is finally stated epically with its
inversion… 

…to set up the final sequence of cadences; perfect, then plagal, before ending
on a tragic perfect cadence to end the symphony in E minor, the only
symphony of Brahms to end in a minor key. 

Yilin Chen, Fifths
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Forthcoming Concerts

SPRING CONCERT 

Monday 23 March 2026, 19.00 | Ruddock Hall | £10.00 adults, £5.00 conc. 

Performances by choirs, bands, and orchestras from both schools.

Tickets available to everyone on Tuesday 10 March 2026. 

LUNCHTIME RECITAL 

Aran, ‘cello; Esmee, ‘cello; Michelle, piano; Mark, violin

Thursday 23 April 2026, 13.10 | Ruddock Hall | Admission free. 

LUNCHTIME RECITAL 
Thursday 18 June 2026, 13.10 | Ruddock Hall | Admission free. 

Josh, ‘cello; Aidan, piano; Siyao and Siyuan, viola duet
String Quartet: Li, violin; Clarice, violin; Siyuan, viola; 

Esmee, ‘cello

PERFORMERS' PLATFORM 

A short concert of solo performances and chamber music given by advanced
musicians from both schools. 

Tuesday 9 June 2026, 18.00 | Ruddock Hall | Admission free. 



Forthcoming Concerts

PERFORMERS' PLATFORM 
Tuesday 23 June 2026, 18.00 | Ruddock Hall | Admission free.

STEINWAY JAZZ NIGHT 2 
Monday 29 June 2026, 17.00 | Ruddock Hall | £5.00 adults, £2.50 conc. 

SYNDICATE CONCERT 
Friday 3 July 2026, 19.00 | Ruddock Hall 

A concert devised and performed by members of the sixth forms from both schools.

A concert of solo and group jazz performances given by musicians from both
schools.

A short concert of solo performances and chamber music given by advanced
musicians from both schools. 

Tickets available from Thursday 18 June 2026 

SUMMER JAZZ CONCERT 
Sunday 21 June 2026, 16.30 | Ruddock Hall | £10.00 adults, £5.00 conc. 

The KES/KEHS Big Band hosts another summer's evening of jazz, featuring
soloists from both schools and professional guest musicians. 

Tickets available to parents and members of the school community from Thursday 4 June 2026;
on general sale from Thursday 11 June 2026. 



We would like to express our sincerest gratitude 
for celebrating Music at KES/KEHS with us.

Thank you for coming! 
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