
Franz Peter Schubert (1797 –1828) 
Symphony No. 9 in C major “The Great”

Andante - Allegro ma non troppo
Andante con moto
Scherzo (Allegro vivace) and trio
Finale: Allegro vivace

Franz Schubert was an Austrian composer of the late Classical and early Romantic eras. Despite his short life, he left us a huge musical legacy. His most famous works include many art songs (Lieder); the Trout Quintet; the Unfinished Symphony (No. 8); the 9th Symphony (The Great); the Death and the Maiden String Quartet; the String Quintet; the Impromptus for solo piano; the last three piano sonatas; the incidental music to the play Rosamunde; and the song cycles Die schöne Müllerin, Winterreise and Schwanengesang.
	Born in a suburb of Vienna, Franz Schubert showed remarkable gifts for music from an early age. His father gave him his first violin lessons and his elder brother gave him piano lessons, but he soon exceeded their abilities. He was given his first lessons in piano and organ outside the family by Michael Holzer, organist and choirmaster of the local parish church in Lichtental. According to Holzer, however, he did not give him any real instruction as “Schubert would already know anything that I tried to teach him”. The boy seemed to gain more from a friendly apprentice joiner who took him to a neighbouring piano warehouse where Schubert could practise on better instruments. He also played viola in the family string quartet, with his brothers on first and second violin and his father on the cello. Schubert wrote his earliest string quartets for this ensemble.
	In November 1808 at the age of eleven he became a pupil, through a choir scholarship, at the Stadtkonvikt (Imperial Seminary),  where he was occasionally permitted to lead the orchestra. He was introduced to the music of Mozart, Haydn and Beethoven, a composer whom he greatly admired, and this experience, combined with occasional visits to the opera, laid the foundation for a broader musical education. Here the impoverished Schubert came to rely on a financially well-off friend to provide  much of his manuscript paper. As Schubert's talent began to show in his compositions Antonio Salieri decided to start training him privately in music theory and composition and Schubert 
	At the end of 1813, Schubert returned home for teacher training and in 1814, he entered his father's school as the teacher of the youngest pupils, earning enough money for his basic needs, and he was still able to continue his private lessons with Salieri. That year Schubert met the young soprano Therese Grob for whom he wrote several of his works; he wanted to marry her, but was prevented by the law requiring an aspiring bridegroom to show that he had the means to support a family. One of Schubert's most prolific years was 1815 when he composed nine church works, a symphony, and about 140 Lieder. In late 1817 Schubert's father gained a new position at a school in Rossau, and Schubert reluctantly joined him and took up teaching duties there. Fortunately, his compositions began to gain more notice in the press, and the first public performance of an overture in February 1818, received praise from the press in Vienna and abroad.
    	During the early 1820s, Schubert was part of a social group of artists and students who became known as the Schubertiads. The group was dealt a blow when Schubert and four of his friends were arrested by the Austrian police who, in the aftermath of the French Revolution and Napoleonic Wars, were on their guard against revolutionary activities and suspicious of any gathering of youth or students. One of Schubert's friends, was imprisoned for over a year, while the other four, including Schubert, were "severely reprimanded for inveighing against officials with insulting and opprobrious language". At this time Schubert, who was only a little more than five feet tall, was nicknamed "Schwammerl - Little Mushroom".
	Schubert's compositions of 1819 and 1820 show a marked advance in development and maturity of style and his reputation grew steadily. In 1821, the Gesellschaft der Musikfreunde in Wien (Society of Friends of Music in Vienna )accepted him as a performing member, and the number of performances of his music grew remarkably and established his name. 	
	In 1822, he embarked on a work which, more decisively than almost any other in those years, showed his maturing personal vision, the Symphony in B minor, known as the Unfinished Symphony. In that year he also made the acquaintance of both Weber and Beethoven. On his deathbed, Beethoven is said to have looked into some of the younger man's works and exclaimed: "Truly, the spark of divine genius resides in this Schubert!" He also  predicted that Schubert "would make a great sensation in the world”.
In 1824, he wrote several string quartets, the Sonata for arpeggione and piano at the time when there was a minor craze over that instrument, and his famous Octet. From 1826 to 1828, Schubert resided in Vienna. During this time he wrote the song cycle Winterreise, the ‘Death and the Maiden’ String Quartet, the two piano trios, the String Quintet,  the three final piano sonatas and the collection of 13 songs known as Schwanengesang (Swan-song). During this time the death of Beethoven (in 1827) affected Schubert deeply, and may have motivated him to reach new artistic peaks during this period.
	In 1828, he finished the symphony that later came to be known as the Great C major (to be performed tonight). The orchestra of the Gesellschaft reportedly read through the symphony at a rehearsal, but never scheduled a public performance of it, probably because of its technical difficulty. In the midst of all this creative activity, Schubert's health was failing and, at the age of 31, he died on the 19th November 1828. Five days before his death, his violinist friend Karl Holz and his string quartet visited to play for him. The last musical work he wished to hear was Beethoven's String Quartet No. 14, Op. 131; Holz commented that "The King of Harmony has sent the King of Song a friendly bidding to the crossing".  
	Appreciation of Schubert's music while he was alive was limited to a relatively small circle of admirers in Vienna, but interest in his work increased greatly in the decades following his death.
In 1839 Schumann visited Schubert's brother Ferdinand and discovered the manuscript of the 9th Symphony; It was sent to the Leipzig Gewandhaus where it was performed under Mendelssohn. Thus the last symphony he completed was the first to be premièred.  The rest received their premières over the next fifty years in almost the reverse of the order they were written.  Felix Mendelssohn, Robert Schumann, Franz Liszt, Johannes Brahms and other 19th-century composers discovered and championed his works. Today, Schubert is considered to be one of the greatest composers in the history of Western classical music and his music continues to be widely performed.

	It is difficult to write useful notes for The Great 9th Symphony that we play tonight because it is so long and complex, and the notes are full of references to the great number of  ‘themes’ upon which the whole structure depends. But of course we are grateful for this abundance of great themes, tunes, melodies - whatever we like to call them – from the greatest of ‘classical tunesmiths’. We can be sure they will remain lodged in our heads long after the end of tonight’s concert. 
The first movement of the symphony, Andante – Allegro ma non troppo, opens with a noble theme, first played by the horns, introducing us to the grand scale of the work. A lyrical solo woodwind passage follows, before a beautiful variant is passed to violas and cellos. The themes are treated to a range of instrumental colours, gathering momentum, then exploding without a break into a dance-like allegro. Schumann wrote that “in the brilliantly novel transition to the Allegro we are aware of no change of tempo, but suddenly without knowing how, we have arrived.”  
	Strings, trumpets and timpani introduce the Allegro’s first theme in full. Its dotted rhythm (dotted crotchet-quaver) continues in a modified form in the second theme introduced only seventeen bars later, with the woodwind and horns giving their support with a triplet configuration. This pattern continues, with the full orchestra, up to a climax. The movement’s third theme is introduced by oboes and bassoons, accompanied by delicate arpeggios in the strings, soon leading to a passage of alternating staccato and legato phrasing. The mood now becomes slightly melancholy as three trombones take over, with passages derived from the introductory horn theme. After a short section using the rhythmic patterns of the first and second themes the whole of this long Allegro section is now repeated. The second half of this movement then continues with extensive develpments of the themes from the first half, moving in a slowly-forming crescendo, but without acceleration, to an orchestral “tour de force” leading to the Coda. This is marked Piu Moto (more movement). It is quietly initiated by the second theme in the strings, with accompanying triplet figures enhancing the pulse. With great confidence the movement’s introductory horn theme is played out with the glory of the full orchestra.
	The second movement, Andante con moto, is the symphony’s slow movement, but the Con Moto instruction, coupled with the 2/4 time, gives it a somewhat march-like character. It has been suggested that Schubert was influenced by the Allegretto movement of Beethoven’s 7th Symphony. In the first seven bars the lower strings hint at the first jaunty theme entrusted to the oboes, soon to be joined by clarinets, violins and violas, moving to an orchestral climax. The orchestral forces thin down as the second theme approaches. Again, this is entrusted to the oboes with clarinets, but within six bars the strings break in with a third theme, a brisk one with a military air. These themes are developed until the lower strings lead down to the fourth rather sonorous theme given to the bassoons, second violins and basses, with a syncopated counterpoint from the cellos.
The movement ends on a hushed chord, enhanced by the warm harmony of three trombones.
	The third movement, Scherzo (Allegro vivace), opens with the first theme given to staccato strings generating a remarkable dynamic rhythmic pulse. A waltz provides the second theme which is enhanced by the cellos imitating it at a two-bar distance. A rising and falling arpeggio figure in the strings then moves persistently through various keys, leading to the second section which is initiated by chords from the woodwind and brass, with staccato string accompaniment. A rather plaintive third theme tune played first by flutes, then by oboes follows but this is soon shattered by eight sforzando chords, on the third beat of each bar. Calm is restored when the movement’s opening theme returns on clarinets and bassoons, accompanied by the rising and falling motif in the strings, leading to a return of the waltz theme in the first violins, with a most beautiful counter-melody from the lower strings. This waltz is short-lived, giving way to the dynamic opening music and two sforzando chords to finish this section. The following Trio section in 3/4 time starts with horns, clarinets, bassoons and trumpets playing in octaves leading into the movement’s fourth theme, given to the woodwind choir. The second section has a broader more rustic version of this theme but the opening theme soon leads back to the traditional repeat of the Scherzo.
The powerful final Allegro vivace movement goes beyond the limits of all of Schubert’s previous compositions. The listener’s attention is immediately grabbed by fortissimo fanfare chords over three octaves from all three instrumental groups. The strings, in a triplet motive that recurs throughout the movement, lead to the full orchestral playing the dotted rhythms we heard in the first movement. Suddenly, a flowing theme is introduced quietly by oboes and bassoons, singing its way along accompanied by triplets from the violins and supported by horns and lower strings. A full orchestral chord follwed by some silent bars precedes the introduction of a second theme by the horns, taken up by clarinets and bassoons, supported by horns and trombones, with triplet figures in the strings marking the pulse. Schubert now pursues the second theme over a considerable distance, until the dynamic is wound down and the cellos play four bars of quiet tremolo leading down to a development that starts with  a new theme in the clarinets supported by rhythmic figures in the strings. This theme, is a quotation from the last movement of Beethoven’s Choral Symphony but it is not known whether Schubert wrote these four bars into his work by accident or design. The sense of swift movement refuses to relax. Themes are tossed hither and thither between woodwind and brass including the trombones, the strings eventually taking over with tremolo bowings. Everything continues to surge along, driven by a theme starting with four long minim notes which is shared amongst all sections of the orchestra. The music gradually falls to near silence before a lengthy glorious recapitulation arrives, heralded by the movement’s introductory fanfares, fortissimo from the full orchestra. Everything then winds down to a point where a few bars of tremolos take us into the immense exhilarating Coda in which all previous music coalesces. Rising from a “triple piano”, we are taken through the first theme, the Beethoven “quotation” and the second theme. These are subsequently dynamically developed until  in a blaze of glory the movement’s introductory rhythmic theme appears for the last time and the final triumphant chord sinks to a peaceful close. 

