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Symphony No. 9 in E-f lat major, op. 70  

I. Allegro

II. Moderato

III. Presto

IV. Largo

V. Allegretto—Allegro

 

INTERMISSION

Symphony No. 9 in D minor, op. 125

I. Allegro ma non troppo, un poco maestoso

II. Molto vivace

III. Adagio molto e cantabile 

IV. Finale: Presto—Allegro assai—Alla marcia—Allegro assai vivace—

 Andante maestoso—Allegro energico—Allegro ma non tanto—

 Prestissimo
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Program Notes 
 

SHOSTAKOVICH
Symphony No. 9 in E-flat 
major, op. 70 

The first of the evening’s two Ninths shares, on the sur-
face, little in common with the other: while Beethoven’s 
is his grandest and most forward-looking essay in the 
genre, the Ninth of Shostakovich is one of the shortest 
and lightest of his fifteen symphonies, conservative and 
neoclassical in spirit.

Few twentieth-century artists have been the subject of 
as much speculative discussion as Dmitri Shostakovich, 
the most famous of Soviet composers alongside his 
colleague Prokofiev. Most of the intrigue is about his re-
lationship with the Party and with Stalin especially. It is 
clear that Shostakovich lived under the yoke of heavy 
censorship and constant threat of reprisal should he fail 
to produce “sufficiently Soviet” art, and yet we cannot 
always be certain of the composer’s true feelings on 
the matter because of the idiosyncratic, enigmatic 
musical style and language he cultivated in response 
to these stresses. Since he was often called to serve 
as a cultural ambassador for the USSR, Shostakovich’s 
public comments are likewise of little help, tending as 
they did toward a certain scripted opacity.

And perhaps no work by Shostakovich provokes more 
curiosity than the Symphony No. 9, premiered at Len-
ingrad in November 1945. The Seventh Symphony had 
been heard there three years earlier, in a legendary 
performance under extreme duress while the city 
was enduring heavy siege and bombardment; when 
he later began work on No. 9, perhaps mindful of the 
significance of Beethoven’s Ninth, he first intended a 
grand choral symphony majestically celebrating the 
Soviet victory over Germany. But what emerged was 
something altogether different, a succinct, modest, 
and merrily Mozartean piece which seems to evoke a 
world in which no such devastation had ever occurred.

The authorities took note, particularly after an enthusi-
astic audience response to the new symphony. Shosta-

kovich was lambasted by the state press and those 
who curried its favor, and the Symphony No. 9 was 
explicitly banned for a time, rejoining the sactioned 
repertoire only after Stalin’s death. Even American 
critics were unkind, with one commentator marveling 
aloud at the impropriety of this noncommital response 
to the horrors of the war.

Though structured in five movements (the last three 
usually proceeding without pause) rather than the 
more customary four, Shostakovich’s “joyful little piece” 
is of brief duration. In its elegant jollity it is sometimes 
compared to the “Classical” Symphony No. 1 of Proko-
fiev, which had been penned amid the tumult of the 
Russian Revolution in 1917-18. [ca. 25’]

BEETHOVEN
Symphony No. 9 in  
D minor, op. 125

Beethoven’s Ninth Symphony, among the last of his com-
plete works, is sometimes represented as the pinnacle of 
Common Practice, the period of music history spanning 
roughly from the high Baroque through Debussy or Stra-
vinsky. Certainly it is an audience favorite, remaining to 
this day one of the most-performed symphonies. It has 
proven extremely influential on its own internal merits 
as well as for the expansive reaction it catalyzed in the 
symphony as a genre. It broke so many formal barriers 
as to cause several subsequent generations of compos-
ers to wonder where to go from here. 

Critical and academic reception of the work has 
become more temperate with time. While there is no 
denying its rhetorical power and emotional effect, its 
status as a cultural nonpareil is now openly questioned 
on occasion, particularly by way of comparison with 
certain of Beethoven’s other very fine achievements. 
Some say the Ninth is impressively built; others think of it 
as only loosely strung together. Some believe it to have 
defined its Zeitgest, but there are those who consider it 
a dissatisfying effort. 

With time comes the luxury of perspective, but it bears 
remembering that the highly experimental works of 
Beethoven’s late period must inevitably fuel such con-
troversies even two centuries later: is the sprawling final 
piano sonata, for example, an explosion of unfettered 
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genius, or is it simply unprincipled beyond help? The 
composer spent his final years desperately detangling 
aesthetic tensions which still provoke us, familiar though 
they may be. Beethoven’s late works, and none more 
than the Ninth Symphony, invite us to take advantage 
of our distance from them by forgetting our precon-
ceptions and approaching with fresh, open ears.      

Beethoven esteemed the poet Friedrich Schiller 
(1759–1805) above all others save his beloved Goethe. 
He had for a very long time considered Schiller’s An die 
Freude—the “Ode to Joy,” an expression of universal 
brotherhood and an invitation to existential salvation—
as the subject of a large-scale musical work. In his 
journals and sketches we see evidence that something 
like an orchestral symphonic poem was attempted, 
as well as multiple art-song and choral settings of the 
text. In this sense, we can safely say that groundwork 
for the Symphony No. 9 was begun about two decades 
prior to its 1824 completion. The starkly unusual Choral 
Fantasy for chorus, piano, and orchestra, op. 80, also 
clearly foreshadows the finale of the Ninth in some 
structural and thematic respects. 

Commissioned by the London Philharmonic Society 
in 1817, Beethoven’s final symphony was premiered by 
a huge and decidedly under-rehearsed assemblage 
of musicians in Vienna’s Kärtnertor Theater on May 7, 
1824. It is well documented that the deaf composer, 
who energetically conducted music he could not hear 
and was ignored by the musicians, had to be turned 
around to receive his rapturous applause. He did not 
yet realize the performance had ended.

The first three movements—the tentatively begun 
Allegro exploding into operatic Sturm und Drang, the 
diabolical scherzo, and the sublimely lyrical Adagio—
proceed more or less normally, though each is as fine 
an example as any Beethoven wrote, with the maestro 
in full command of his powers of symphonic expression. 
Then the finale commences with an unprecedented 
stream-of-consciousness quotation of excerpts from 
each of the preceding portions, as if the composer 
is quietly ruminating on his own creation, before the 
principal theme of the finale is gradually unveiled by a 
swelling orchestra. When the baritone soloist begins to 
sing, the words are not Schiller’s, but Beethoven’s: “O 
friends! Not these sounds! Rather, let us sing other and 
more joyful things.”  

The remainder of the finale is a sweeping, luminous, 
monothematic cantata for four soloists, chorus, and 
orchestra, bearing some abstract resemblance to the 
hymn-tune cantatas of J. S. Bach and prominently 
featuring some of the contrapuntal intricacies of the 
sacred music of this earlier period (as does much of 
Beethoven’s other late work). 

Both the freewheeling orchestral writing and the 
acrobatic stamina asked of the vocal forces are quite 
demanding. Indeed, the relentlessly declamatory, 
frequently strenuous activity required of the singers 
is now and then cited as evidence that Beethoven 
did not understand the voice. A survey of his opera 
Fidelio and of his many lovely Lieder will show that this is 
assuredly not the case. It is only that Beethoven wishes 
to place Schiller’s words—“Joy, beautiful divine spark, 
Daughter of Elysium!”—on the pedestal above all 
else, transcending even himself, and this he achieves 
through an emphatic oratory set to thrilling music he 
could imagine with perfect fidelity but would never 
actually hear. [ca. 65’]  
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Guest Artists 
 
T i f fany Bostic-Brown, soprano
• Opera roles include Mother (Hänsel und Gretel), Micaëla (Carmen), Violetta (La 

Traviata), Mimi (La bohème), Adèle (Die Fledermaus)
• Symphonic and oratorio performances with Huntsville Symphony Orchestra, Baton Rouge 

Symphony, Washington National Philharmonic, and DCINY Concert Series at Lincoln Center
• Director of Vocal Studies, University of North Alabama

Abigail Nims, mezzo-soprano
• Opera roles include Despina (Così fan tutte), Cherubino (Le nozze di Figaro), Orlofsky 

(Die Fledermaus), Dinah (Trouble in Tahiti)
• Performances with Huntsville Symphony Orchestra, Colorado Symphony,  

San Francisco Symphony, Phoenix Symphony, Detroit Symphony, Louisiana 
Philharmonic, Orquesta Sinfónica Naciónal de México, Westminster Kantorei 

• Voice faculty, University of Colorado-Boulder

Daniel Weeks, tenor
• Opera roles include Don Basilio (Le nozze di Figaro), Pong (Turandot), Triquet (Eugene 

Onegin), Curly (Of Mice and Men)
• Performances with Huntsville Symphony Orchestra, Columbus Symphony,  

Chattanooga Symphony, South Dakota Symphony, Orquesta Sinfónica  
Naciónal de México, Rochester Philharmonic

• Voice faculty, Cincinnati College-Conservatory of Music

Terrance Brown, bar itone
• Opera roles include Bob (Old Maid and the Thief), Sarastro (Die Zauberflöte), Voltaire 

(Candide), Germont (La Traviata), Jake/Robbins (Porgy and Bess)
• Performances with Huntsville Symphony Orchestra, Memphis Symphony, Austin 

Symphony, Baton Rouge Symphony, Canterbury Choral Society, Oklahoma City Ballet
• Executive Director of the School of the Arts and Voice/Opera Faculty, University of  

North Alabama 

Ian Loeppky, Ar tist ic Di rector
Huntsvi l le Community Chorus
• Director of Choral Activities, University of North Alabama; founder, Florence Camerata
• Member, American Choral Directors Association, National Collegiate Choral 

Organization, Alabama Vocal Association, Choral Canada
• Internationally recognized choral scholar, clinician, adjudicator, and arranger

Huntsvi l le Community Chorus
Ian Loeppke, Ar tist ic Di rector
Er ic Wi lson, Pr incipal Accompanist
• Established in 1946, the HCCA is Huntsville’s longest continuously running  

performing arts group
• The Symphonic Chorus, Chamber Chorale, Children’s Chorale, Youth Chorale, and 

other ensembles perform throughout the year
• Summer musical theater productions provide a creative outlet for area youth
• Proudly an all-volunteer, non-profit community choral organization. 
• For more information, visit thechorus.org. 
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