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FRIDAY, SEPTEMBER 27, 2019 • 7:30 p.m. • MARK C. SMITH CONCERT HALL, VON BRAUN CENTER

featuring soloists of the HSO
Huntsville Symphony Orchestra • GREGORY VAJDA, Music Director & Conductor

CELEBRATING ALABAMA’S BICENTENNIAL

I N F O R M A T I O N  P A C K E T

2017

“Alabama”   

(Official State Song of Alabama)
 

Alabama March 
(World Premiere)

Sinfonia concertante in B-f lat major, Hob. I :105

I. Allegro

II. Andante

III. Allegro con spirito

Carey Shinbaum, oboe • Taylor Smith, bassoon

Julia Dina, violin • Jesse Christeson, cello

INTERMISSION

Symphony No. 2 in D major, op. 73

I. Allegro non troppo

II. Adagio non troppo

III. Allegretto grazioso (quasi andantino)

IV. Allegro con spirito

Edna Gockel-Gussen
(1878–1937)

arr. Curtis Lindsay

Máté Balogh
(b. 1990)

Franz Joseph Haydn
(1732–1809)

Johannes Brahms
(1833–1897)
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Program Notes 
 

GOCKEL-GUSSEN
“Alabama”
arr. Cur tis L indsay

Born in Covington, Kentucky, in 1878, Edna Gockel was an 
organist, choirmaster, teacher, and composer educated 
in Cincinatti and Berlin. When her professor, Benjamin 
Guckenberger, moved to Birmingham to found a new 
conservatory of music, she followed as his assistant. There 
she married the violinist William Gussen, who eventually 
took ownership of the institution; upon his death in 1920, 
Gockel-Gussen succeeded him as its director until her 
retirement in 1930. 

“Alabama,” a poem written by the educator, activist, and 
reformer Julia S. Tutwiler in 1868, was the subject of a com-
position competition sponsored by the Alabama Federation 
of Music Clubs in 1917. Gockel-Gussen’s musical setting won 
the prize, and “Alabama” was adopted as the Official State 
Song of Alabama in March 1931. The first verse is as follows:

 Alabama, Alabama! 
 We will aye be true to thee,
 From thy southern shores where groweth
 By the sea thine orange tree,
 To thy northern vale where floweth
 Deep and blue the Tennessee.
 Alabama, Alabama!
 We will aye be true to thee.

Though most often performed in the composer’s original 
arrangement for choir, “Alabama” is presented tonight in 
a new orchestral setting written for the HSO’s celebration 
of our bicentennial of statehood. [ca. 3’]

BALOGH
Alabama March 
(Wor ld Premiere)

The relationship between formal concert music and the 
fundamentally military genre of the march is an interest-

ing one; sometimes composers have joined the parade 
in earnest, while at other times the march has served 
as a vehicle for humor. “The usual idea of the march is 
ironic in itself,” Hungarian composer Máté Balogh says. 
“Take a look at Mozart’s marches, Schubert’s, Mahler’s, 
or Stravinsky’s – the manner of marching was somehow 
always funny to Western composers. It’s a tradition that 
is still alive and well!” 

Written for Gregory Vajda and the HSO specifically for 
the Alabama bicentennial, Balogh’s rowdy, good-na-
tured Alabama March is inspired by the character 
of Kurt Weill’s “Alabama Song,” taken from his stage 
work Mahagonny-Songspiel but perhaps best known 
to contemporary audiences in its 1966 cover by The 
Doors.  [ca. 5’]

HAYDN
Sinfonia concertante in 
B-flat major, Hob. I:105

We most often think of a concerto as juxtaposing a 
prominent virtuoso soloist against an orchestra, but 
many early works labeled as “concerto” did not fit this 
design. The six Brandenburg Concertos of J. S. Bach 
are examples in that, while they spotlight particular 
musicians in the ensemble, they are not soliloquy 
showpieces in the modern sense. In the high Classical 
period of the late 18th century, this type of concerto 
was sometimes called a “sinfonia concertante.” Many 
such pieces were written by Johann Christian Bach, 
Mozart, and others, including Joseph Haydn. 

Haydn’s Sinfonia concertante in B-flat major dates from 
one of his visits to London, where he was indomitably 
popular. It was written hastily in 1792, as a rapid-fire 
response to a competing concert series featuring sim-
ilar concertantes by the French composer Pleyel. The 
London Morning Herald gave the premiere a glowing 
review, praising it as “airy, affecting, and original.” 

A solo quartet of oboe, bassoon, violin, and cello is 
featured across three movements in a structure based 
on the symphonic mold which Haydn had crafted 
for his domestic court orchestras over the previous 
decades. The themes and atmosphere are in general 
more relaxed than in Haydn’s symphonies of the same 
period, with a focus on creative interaction between 
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soloists and orchestra rather than formal thematic 
argumentation. The influence of Mozart can perhaps 
be detected in the first movement, which modulates 
to surprisingly distant keys for coloristic effect. The 
lyrical Andante reads as bucolic chamber music, with 
the orchestra only gently interjecting, and Haydn’s 
finale, as expected, delights in vigorous rhythms, busy 
counterpoint, and characteristic “hiccups” of silence 
to build anticipation. [ca. 22’] 

BRAHMS
Symphony No. 2 in D major, 
op. 73

It famously took Brahms more than twenty years 
to wrestle his Symphony No. 1—the brawny, heroic 
masterpiece sometimes called “Beethoven’s Tenth”—
into submission. Much has been made of Brahms’ 
self-conscious trepidation at working in the shadow of 
Beethoven, but in reality, the delays had mostly been 
the result of changing employment, personal affairs, 
and more immediately lucrative projects. 

At any rate, the gestation of the D major Symphony was 
much shorter and less troubled; the work was completed 
in just a few months while the composer summered at the 
shore of the picturesque Wörthersee in 1877. By this time, 
Brahms was in his forties and financially comfortable, 
well-ensconced in the musical life of Vienna, and enjoy-
ing a growing international reputation. In November, he 
notified Simrock, his publisher, “I have never written any-
thing so sad… This score I give over to you in mourning.”  

Of course this was cheeky nonsense, as the Second Sym-
phony is among the most quaint and jovial of Brahms’ ma-
jor works. The proper development and cohesion of large-
scale forms was an ongoing issue for him as for nearly any 
composer, and in this case, the solution seems to center on 
capturing the Alpine mood of his summer surroundings; for 
this reason it is often compared to Beethoven’s Symphony 
No. 6, the “Pastoral.” 

The successful Vienna premiere was given on December 
30, 1877, though it should be noted that the performance 
had to be postponed from its original date because the 
musicians were furiously preoccupied with Das Rheingold, 
a new opera by Brahms’ public nemesis, Richard Wagner. 

The horn-call theme which opens the first movement 
has become one of Brahms’ most recognizable tunes, 
and may be based on the famous Wiegenlied, known 
as “Brahms’ Lullaby.” The association is most explicitly 
heard in a quiet duet between violas and cellos near the 
beginning, following after the first forte, where the lullaby 
melody is briefly quoted almost verbatim. A solemn but 
richly warm Adagio follows, purposefully placed in the 
mellow tonality of B major—near the end, listen for some 
of Brahms’ most elegant and effective writing for the tim-
pani. The third movement contrasts as a graceful country 
dance, perhaps of just the sort that could have been 
heard in the countryside which inspired this symphony. 
So favorable was the audience response to the vivacious 
finale that it had to be encored at the premiere; though 
passing clouds occasionally dampened the symphonic 
landscape, the closing message is clearly an uplifting 
one. Brahms is no longer in the shadow. [ca. 44’]

Guest Composer 
 
Máté Balogh
• Works performed at IRCAM-Paris, Tonhalle Zürich, Milano Musica, Opus Amadeus 

(Istanbul), Bartók Szeminárium, Budapesti Tavaszi Festival, Bunka-Kaikan (Tokyo)
• 1st Prize, Composition Contest of the Hungarian National Choir (2011); 1st Prize, 

Composition Contest of the University of Theatre and Film, Budapest (2010) 
• Professor-Assistant, Music Theory, International Kodály Institute; doctoral studies, 

Liszt Academy, Budapest
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