
Canzon in echo (1597) 

by Giovanni Gabrieli (Venice, c. 1555 - Venice, 1612) 

 

For most of the Middle Ages and the Renaissance, music was primarily for singing, and 
instruments played a secondary role.  Giovanni Gabrieli, organist at St. Mark’s Cathedral 
in Venice, was one of the first composers to write major works for instruments alone and, 
experimenting with the unique acoustical properties of his church, he was the first to 

introduce ‟stereophonic” effects, dividing his musicians in two (sometimes three) groups 
and separating them in the vast spaces of St. Mark’s. 

 Gabrieli used echo effects in several of his works.   One of these pieces, which 

exists in two, slightly different versions, is ‟Canzon in echo” (‟Echo Song”), written for 
two five-part choirs. the second of which repeats the end of each phrase played by the 
first choir.  It was published in a large collection of vocal and instrumental works entitled 

Sacrae Symphoniae (‟Sacred Symphonies”). 

 

Duration of complete work:  4:00 
 

 

Concerto for Two Cellos in G minor (RV 531) 

Concerto for Two Trumpets in C major (RV 537) 

by Antonio Vivaldi (Venice, 1678 - Vienna, 1741) 

 

Born in Venice in 1678, Antonio Vivaldi was ordained a priest in 1703 (he was widely 

known a il prete rosso, or the ‟red-haired priest”), but he never served in any 
ecclesiastical capacity.  He had studied the violin with his father, who played at St. 
Mark’s Cathedral, and the year of his ordination he became music master at a girls’ 
orphanage called the Ospedale della Pietà.   

 Many of Vivaldi’s 400+ concertos were written for the girls at the Pietà who were 
predominantly string players.  Although there are many concertos for winds, there is only 
one that uses trumpets, and we may assume that for this occasion, Vivaldi invited 
musicians from the Cathedral to participate. 

 The trumpet in Vivaldi’s time was a very different instrument than the one we 
know today:  lacking valves, a 19th-century invention that allowed trumpeters to play the 
entire chromatic scale, the trumpet’s range was restricted to the natural overtones of its 
fundamental pitch.  It follows from the nature of the overtone system that the higher we 
go, the closer the overtones get to one another.  This means that in the high register 
(called the clarino register), the trumpet could play the successive notes of the scale, 
which it could not do in the lower, principal register.  The latter was mainly used by the 



members of trumpeters’ guilds to signal various public events, while clarino playing 
developed into a separate style, cultivated by specialized concert musicians.   

 The two soloists in the present concerto make extensive use of the clarino 
register.  It is remarkable that the parts have only eleven different notes in them, due to 
the limitations of the Baroque trumpet.  This made the modulations from key to key, 
which are an important component of concerto form, particularly difficult.  Vivaldi got 
around this problem by giving the soloists more rests and used strings alone in the 
modulating sections.  In the solo passages, he achieved considerable textural diversity 
through the frequent changes of playing techniques (repeated notes, trills, scales, etc.) 

 The concerto has three movements as usual, but the middle movement is only six 
measures long, and the solo instruments are silent throughout, taking a break before the 
lively and spirited third movement.  It is no more than a brief orchestral transition, which 
turns out to be identical to the corresponding passage from a Vivaldi concerto for strings 
alone (RV 110).  What’s more, the third movement of the present work is derived from 
the first movement of the same string concerto. 

 

Vivaldi wrote 36 concertos for cello, but only one of these uses two cellos.  In this 
popular and highly attractive work, the prete rosso exploited the wide range of the low 
string instrument, also emphasizing its versatility in playing long melodic lines and fast-
moving virtuoso passages. 

 

Vivaldi  Concerto in G minor for Two Cellos and Orchestra, R. 531  

 Duration of complete work:  10:00 

 

Vivaldi Concerto in C major for Two Trumpets and Orchestra, R. 537 

Duration of complete work:   7:00 

Last CSO performance of work:  5/18/2001 

with Peter Stafford Wilson, Conductor; James Underwood, Trumpet, Jeff Korak, 
Trumpet 

 

 

Concerto Grosso in G minor, Op. 6, No. 6 (1739) 

by George Frederic Handel (Halle, Saxony, 1685 - London, 1759) 

 

The London Daily Post announced to its readership on October 29, 1739: 

 

 



This day are published proposals for printing by subscription with His Majesty’s royal 
license and protection, Twelve Grand Concertos in seven parts, for four violins, a tenor 
[=viola], a violoncello, with a thorough-bass for the harpsichord.  Composed by Mr. 
Handel.  Price to subscribers two guineas.  Ready to be delivered by April next.  
Subscriptions are taken by the author at his house in Brook Street, Hanover Square. 

 

As Christopher Hogwood has written in his 1984 book on Handel, the twelve concerti 

grossi of Op. 6 ‟were deliberately designed to compete in a field dominated by Corelli’s 
Op. 6.”  The musical form perfected by Arcangelo Corelli (1653-1713), with its 
juxtaposition of a three-member concertino with the larger instrumental group (the 
ripieno), was extremely popular in England, where one of Corelli’s most distinguished 
pupils, Francesco Geminiani (1687-1762) lived.  Handel, too, had known Corelli in 
person, having met him in Rome in 1707.  But in this great collection of concertos that 
you could buy for two guineas, he took the Corellian concerto grosso idea a great deal 
further, treating it with unrivalled imagination so that each of the twelve works is 
completely unique in form and expression. 

 The sixth concerto, in G minor, is in five movements, with an extended slow 

movement in the middle.  It opens with a plaintive ‟Larghetto e affettuoso,” a gripping 
instrumental song with frequent alternations between the concertino and the ripieno.  
This section contains a startling harmonic change (deceptive cadence) where an 
unexpected harmony bursts in like a cry of anguish.  The movement is followed without a 
break by the second-movement fugue, whose chromatic subject reinforces the 
emotionally charged atmosphere.  

 Relief arrives in the celebrated Musette, a wonder of calm, poise and serenity 
although it does include a more turbulent episode in the dramatic key of C minor.  The 
concerto is rounded out by two fast movements:  an energetic virtuoso piece followed by 
a brief and graceful dance. 

 

Duration of complete work:   _________ ? 

Last CSO performance of work:  1/17/2004 

with Nicholas McGegan, Conductor 

 

  

 

 

 

 

 

 



Duett-Concertino for Clarinet and Bassoon (1947) 

by Richard Strauss (Munich, 1864 - Garmisch-Partenkirchen, 1949) 

 

 

If there is another double concerto for clarinet and bassoon out there, it must be very well 
hidden on the bottom shelf of some remote library.  The inspiration for the work was 
entirely personal, as an unusually affectionate dedication in the score reveals:  Hugo 
Burghauser, dem Getreuen – “to Hugo Burghauser, the loyal one.”  This old colleague 
and friend of the composer’s was the principal bassoonist of the Vienna Philharmonic 
until his emigration to the United States in 1938.  No longer in a position to perform 
Strauss’s new work, he nevertheless inspired at least its instrumentation. 

 From 1945 to May 1949, Strauss lived in Switzerland, and it is there that he 
composed the Duet-Concertino, for musicians in Lugano, in the breathtakingly beautiful 
Italian-speaking part of the country.  The work, in three interconnected movements, 
shares its gentle, lyrical tone with several other instrumental compositions from Strauss’s 
old age, that remarkable “Indian summer” which had also produced a symphony for 
winds, the Oboe Concerto and the Second Horn Concerto.  In these works, filled with the 
serene wisdom that comes with the years, Strauss spiritually reconnected with Mozart, his 
favorite composer, and gave free rein to his prodigious melodic invention. 

 In a letter to Burghauser, Strauss confided imagining the clarinet as a dancing 
princess and the bassoon as a grotesque bear who in the end turns into a handsome 
prince.  (“In the end,” Strauss wrote to Burghauser, “you too will turn into a prince and 
live happily ever after…”)  There is another version of this half-intended program, which 
Strauss communicated to his friend and collaborator, conductor Clemens Krauss; 
according to this version, Strauss had been thinking of Hans Christian Andersen’s story 
“The Swineherd,” where a princess is wooed by a prince disguised as a swineherd.  Yet 
neither of these stories are actually carried through in the music, since, as biographer 
Norman Del Mar pointed out, “Strauss found this kind of illustrative composition no 
longer interesting and pursued the work on a purely musical basis.”  

 The opening Allegro begins with a sextet of solo strings, not unlike the 
Introduction from Strauss’s final opera, Capriccio (1942).  Here in the Duet-Concertino 
Strauss consistently exploits the contrast between the group of solo strings and the full 
string orchestra, in a manner reminiscent of the Baroque concerto grosso.   Over these 
two separate string ensembles, the solo clarinet spins out a seemingly endless melody; the 
bassoon responds with a contrasting theme, and then the protagonists join their voices in 
a duet.  A striking orchestral section where both string groups are united to play a broad 
melody with rich accompanying harmonies, is followed by a brief restatement of the 
opening clarinet theme where we hear the harp for the first time. 

 The second-movement Andante opens with a lyrical bassoon solo that evolves 
into a duet between the two soloists (the bassoon line is doubled by a solo cello).  A brief 
duet-cadenza leads into the final Rondo, based on the contrast between a jaunty first 
theme and an expansive second melody, presented by both soloists in unison.  (The 
Rondo theme is here turned into an accompaniment, played by the strings.)  An energetic 



rhythmic passage for strings, which mirrors the similar orchestral episode in the first 
movement, ushers in the spirited coda. 

 

Duration of complete work:  19:00 

 

Symphony No. 1 in C major, Op. 21 (1800) 

by Ludwig van Beethoven  (Bonn, 1770 - Vienna, 1827) 

 

The energy with which the 22-year-old Beethoven threw himself into Viennese music life 
is truly astounding. As he was leaving his native Bonn for Vienna in 1792, one of his 
patrons, Count Waldstein inscribed the following in the young man’s book of souvenirs: 
“With the help of assiduous labor you shall receive Mozart’s spirit from Haydn’s hands.” 
Thus, Waldstein became the first person to mention Haydn, Mozart, and Beethoven in the 
same breath. The prophecy came true:  Beethoven soon became the most talked-about 
musician in the imperial capital, equally famous as a composer and a pianist, courted by 
the aristocracy and admired by the public.  

 Beethoven’s first 20 opus numbers, published between 1795 and 1801, cover just 
about every current genre of instrumental music: two piano concertos, sonatas for solo 
piano, for violin and piano, for cello and piano, string trios, piano trios, string quartets, 
quintets, as well as the Septet in E flat which became the most popular of all his works. 
There was one significant lacuna in this list, however, and Beethoven began to fill it 
simultaneously with his work on the Septet:  he couldn’t fully be an heir of Haydn and 
Mozart until he wrote a symphony. 

 There is certainly plenty of Haydn and Mozart in Beethoven’s first symphony, 
finished a few months after his 29th birthday. But the young composer’s originality is 
evident from every bar of the music. Beethoven clearly took over where Haydn and 
Mozart had left off; and if he remained within the Classical symphonic framework 
established by his elders (something he would never do again in a symphony), he spoke 
the inherited language in such an individual way that no contemporary could fail to notice 
the arrival of a major new voice on the musical scene. 

 The First Symphony was introduced at the Court Theatre on April 2, 1800.  The 
program was made up entirely of works by Haydn, Mozart, and Beethoven; this was the 
first time the composers now known as the three Viennese classics appeared together on a 
concert bill. 

 Right at the beginning of his symphony, the indomitable young man made a 
gesture that has been cited ever since as a sign of artistic independence.  The very first 
chord of the symphony is one that, instead of establishing the home key as one would 
expect, immediately destabilizes it and leads away from it.  This surprising opening 
gambit sets the stage for a brilliant movement filled with many more musical surprises. 

 The second movement, in a gently rocking 3/8 time, uses melodic imitation and 
other contrapuntal techniques to build up its texture from unaccompanied violins to tutti.  



Haydn and Mozart left out the trumpets and kettledrums from most of their slow 
movements. Beethoven chose to retain them, but asked them something they were not 
often required to do, namely play softly.  The pianissimo notes of the trumpets and 
timpani add an element of mystery.    

 The third movement is called “Menuetto,” but its character is more that of a 
Scherzo; in other words, it is not a dance but one of those witty, humorous fast 
movements that originated with Haydn but had acquired a special significance for 
Beethoven since his earliest Viennese works.  Beethoven liked to base his scherzos on 
single musical gestures, often consisting of only two or three notes; the treatment of these 
gestures was full of surprises, sudden key changes, offbeat accents, and other unexpected 
events.  This delightful movement is no exception.  Scherzos also have contrasting 
sections called Trios (as do minuets).  The Trio of Beethoven’s First Symphony is 
distinguished by its almost total lack of harmonic movement; this stasis contrasts with the 
hectic pace of the main section. 
 The last movement starts with another delicious Beethovenian joke.  The theme of 
the movement, which starts with a fast upward scale, is born gradually before our eyes 
(or ears), as the notes of the scale are piled up, one by one, in a solemn Adagio tempo.  
Once the top note of the scale is reached, the tempo becomes “Allegro molto e vivace,” 
and there is never a moment of rest until the end.   

  

Duration of complete work:    25:00 

Last CSO performance of work:  9/21/2006 

with Junichi Hirokami, conductor 

    

 

 

 

 


