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TONIGHT’S PROGRAMME MIN

1 BEETHOVEN 1770–1827

Coriolan Overture in C minor, op. 62
8′

2 BEETHOVEN 1770–1827

Piano Concerto No. 4 in G major, Op. 58
34′

3 HAYASHI 1931–2012

Three Film Scores

4 MOZART 1756–1791

Symphony No. 40 in G minor, K. 550
32′

TOTAL MUSIC 74′

Ludwig van Beethoven
1770–1827

Coriolan Overture in C minor, op. 62
WHAT TO LISTEN FOR

The overture opens with one of Beethoven’s most arresting ges‐
tures. The strings play a long, held unison C, which swells and
then is cut off by a sharp, slashing chord from the full orchestra.
This happens three times, each time on a more dissonant chord,
before a silence. Then the main theme bursts out in the violins,
agitated and restless, pressing forward in short, driven phrases.
This is Coriolanus himself: proud, stubborn, perpetually in mo‐
tion.

The contrast comes soon. Listen for the second theme, in the
brighter key of E-flat major: a flowing, yearning melody in the
violins, far gentler than anything around it, often heard as the
voice  of  Coriolanus’s  mother  pleading  with  him.  Notice  how
Beethoven keeps undercutting it with the restless figures of the
opening; the two forces are never allowed to rest side by side for

8 minutes

1



long. Through the central part of the overture the music argues
back and forth between them, the aggressive material growing
more fragmented, the gentle theme returning in different keys.

Save your closest attention for the end. The opening held notes
and  slashing  chords  return,  but  instead  of  building  to  a  tri‐
umphant  close,  the  main  theme  starts  to  break  apart.  It  is
passed down through the strings in ever smaller pieces, growing
quieter and slower, until only the bare outline remains in the
cellos and basses. The last three quiet notes, plucked in the low
strings, are among the most final sounds Beethoven ever wrote.
Let the silence after them register before the next piece begins.

Ludwig van Beethoven
1770–1827

Piano Concerto No. 4 in G major, Op. 58
WHAT TO LISTEN FOR

Listen, first, for the very opening. Before any orchestra is heard,
the  solo  piano  alone  plays  a  soft,  tender  phrase:  five  gentle
chords resolving into a quiet melody. This is the work’s signa‐
ture, and it asks you to lean in rather than be swept up. Notice
how the orchestra then replies not in the home key but a step
away, in a warmer, more distant colour, before the music settles.
From this first exchange, the whole first movement unfolds as a
dialogue of give and take: the piano rarely dominates, more of‐
ten it muses, decorates, and converses, weaving filigree around
the orchestra’s themes. Listen for the cadenza near the move‐
ment’s end (the soloist’s extended solo flight) and for how the
music sinks back to quietness afterward rather than ending in a
blaze.

The slow movement (Andante con moto) is the heart of the con‐
certo, and it works as a piece of wordless drama. Track the two
characters carefully. The strings enter alone, playing in harsh,
clipped,  dotted rhythms:  stern,  even menacing,  all  in  unison.
The piano answers, every time, with soft,  flowing, beseeching
phrases. Follow this alternation as a contest: the strings stern,
the piano gentle. Hear how, little by little, the piano’s tender‐
ness wears the strings down. Their phrases grow quieter, short‐
er,  less  aggressive,  until  they are subdued altogether  and the
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movement dissolves into a hushed stillness. This is the Orph‐
eus-taming-the-Furies effect, and once you hear it as a dialogue
you will not forget it.

The finale follows immediately, without a break, and the change
of mood is delicious. A bright, bouncing rondo theme springs up
in the strings, soon caught by the piano, and the music turns
playful, dancing, full of rhythmic spring. Listen for trumpets and
timpani entering here for the first time in the concerto, adding a
festive sparkle the earlier movements deliberately withheld. En‐
joy the wit of the exchanges between piano and orchestra, the
surprising  harmonic  side-steps,  and  the  gathering  energy  to‐
ward a brilliant, high-spirited close that crowns the whole work
with joy.

Hikaru Hayashi
1931–2012

Three Film Scores
WHAT TO LISTEN FOR

Since the exact selection has not been published, listen above
all  for  the  qualities  that  run  through Hayashi’s  work  for  the
screen. The first is melody. Hayashi was a songwriter at heart,
and his best film themes are simple, singable tunes, often in a
gently  modal  idiom  that  recalls  Japanese  folk  song  without
quoting it directly. Notice how a single melody can be restated
with small  changes of  colour (a  solo woodwind,  then strings,
then the full orchestra) so that it seems to grow more poignant
with each return. This is how film music works on an audience
in the cinema, and heard in the concert hall it takes on the char‐
acter of a series of short, lyrical tone poems.

Listen, too, for the economy of the writing. Hayashi rarely fills
every bar. He often lets a theme sit over a sparse, repeated ac‐
companiment,  or  leaves  space and silence around it,  trusting
the listener’s imagination to supply the images. If  one of the
pieces comes from The Naked Island, you may hear a slow, pa‐
tient, circling tune, suggesting the endless rhythm of labour on
the island; if from Shindō’s supernatural dramas, expect starker,
more percussive textures and a sense of menace.

Three Film Scores
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Finally, listen for the meeting of worlds that this performance
represents.  The  Vienna  Philharmonic’s  sound,  with  its  warm,
rounded Viennese horns and oboes and its singing strings, is the
sound of  Mozart  and Beethoven.  Hearing it  applied  to  music
written for Japanese films, in the hall that hosts the orchestra’s
regular visits to Tokyo, is part of the point of this celebratory
evening.

Wolfgang Amadeus Mozart
1756–1791

Symphony No. 40 in G minor, K. 550
WHAT TO LISTEN FOR

The first movement (Molto allegro) begins without any intro‐
duction or call to attention. The violas start a soft, murmuring
accompaniment,  and  over  it  the  violins  enter  almost  mid-
thought with the famous main theme: a falling two-note sigh,
repeated, that gives the whole movement its breathless urgency.
Listen for how rarely the music settles. Even the gentler second
theme, passed between strings and woodwinds in a major key, is
short-lived, and in the development section Mozart drives the
sighing motif through a chain of distant keys with an intensity
that  sounds,  for  a  moment,  like  genuine  anguish.  When  the
second theme returns in the recapitulation, it comes back not in
the major but in G minor, and the movement closes in the shad‐
ow in which it began.

The Andante, in E-flat major and a lilting 6/8 time, offers relief
but not quite calm. Its opening builds up gradually, one string
section  entering  after  another.  Listen  for  the  tiny,  fluttering
pairs  of  quick  notes  that  pass  through  the  woodwinds  and
strings: they give the movement a restless, glinting surface, and
in the middle section they darken as the harmony moves into
minor-key territory.

The Menuetto is no courtly dance. Its main theme is written so
that the strong beats fall across the bar lines, producing a stub‐
born, lurching three-against-two feeling, and its counterpoint is
tight and severe. Everything changes in the Trio, which turns to
G major: here the horns, silent or in the background until now,
come forward in a warm, open-air passage, one of the few mo‐
ments of unclouded sunlight in the symphony.
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The  finale  (Allegro  assai)  opens  with  a  rising  arpeggio  that
shoots  up  like  a  rocket  and  a  quiet,  answering  phrase.  The
movement is swift and compact, but wait for the start of the de‐
velopment  section.  The  orchestra  suddenly  breaks  off  into  a
harsh unison figure, leaping angularly through a whole series of
unrelated notes, as if the music has lost its footing. From there
Mozart  spins a passage of  dense,  argumentative counterpoint
before finding his way back to the opening material. The sym‐
phony ends as it began, in G minor, with no consoling turn to
the major:  a  close as terse and unsentimental  as anything in
Mozart.
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