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Markings 
There are numerous tempo markings in the margins of the first page (86) of the last 
movement, ranging from 80 to 100 for the quarter note. There is even a marking for an 
eighth note value; 160 in the score above the line of the solo violin. Mengelberg 
underscored the word non in Brahms’s marking Vivace non troppo twice (top and middle) 
and in the top margin we als find halten (hold). The underlined text in the score reads: sehr 
rhythmisch, (?) in Rhythmus, Zigeunermusik. (very rhythmical, (?) in Rhythm, Gipsy music). I 
can’t read the first word in the second remark, but even without that the intention is clear.  
The reduced numbers of string players, marked in the margin to the left and below the 
score, represent yet another variation of the idea; in this case 3,3,2,1,1 stands of strings (first 
movement was (4,3,2,1,1 or 4,4,3,2,1, the second movement was 2,2,1,1,1). There is a 
marking ‘leggiero’ in the accompaniment. On the second page (87) we find two markings: 
Mengelberg changed the bowing in the first violin, hooking the last sixteenth, and he 
changed the dynamics in the accompaniment form p to pp, and in the solo part from p to 
mp. 
 
Reflections 
I think it’s important to not play this movement too fast, and I agree with Mengelberg’s 
underscoring of Brahms’s Vivace non in the non troppo. I intend to propose a tempo that is 
close to 80, not 100 for the quarter note. I think the characterization of this theme as Gipsy 
music deserves further investigation and I am working on that. In Mengelberg’s score of First 
Symphony, he marked ‘alle Chromatik und auch sonst Vieles “Ungarisch” fühlen.’ (Alle 
Chromatic and much else to be felt “Hungarian”). Without further foundation, I would think 
that this is a somewhat gratuitous characterization. 
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The marking in the solo violin part on page two is strange. The playful character of the 
theme, first played by the solo cello is greatly enhanced by the rather peculiar articulation 
and bow stroke suggested by Brahms. It does not make sense to change it, and even less to 
do so in only one of the solo parts. One possible explanation could be that Mengelberg 
marked in his part what he heard one of his soloists do. If that were the case, it would 
possibly shed a different light on all the markings in the solo parts. Unfortunately we can’t 
say with any degree of certainty what is the status of the markings in the solo parts. I intend 
to ask for the unhooked version of the bowing. The changing of the dynamics in the string 
accompaniment from piano to pianissimo, comes on top of the decision to play the solo 
sections with reduced numbers of players. As I have argued before this change would 
effective take away the possibility to create a special effect when the composer askes for a 
pianissimo. Brahms does this for example in  the poco ritenuto on page 89.  I intend to keep 
the pp for that occasion.   
 
Other considerations 
Mengelberg’s marking ‘leggiero’ in the accompaniment of the solo-cello in the first bars of 
the piece does not convince me: the instrumentation, with bass pizzicato and cellos and 
violas arco in my opinion, especially in the dialogue with the bassoons from bar 3 on, invites 
the players to play in a somewhat more material fashion. To me, the leggiero would make 
more sense in the accompaniment of the solo violin on the second page of the movement. 
Also I find it quite remarkable that Brahms instructs the solo cello to play piano at the 
beginning of the movement. I agree that a piano solistico could effectively be the same as a 
mezzo piano, but I think it’s really important to take Brahms’s markings very seriously and 
not change them unless there is no other way to create a good balance. Playing with 
reduced numbers and observing Brahms’s piano marking should provide sufficient room for 
the soloist to play a real piano. 
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Markings 
Mengelberg wrote Schwärmerisch and Mädchen (Wistful and Girl) in the fifth bar on page 
88, plus a new metronome mar of 92. On page 89 he marked his intent to beat in four, but 
he changed his mind about where to do so, first marking it in the third bar at the beginning 
of the poco rit. then crossing it out and changing it to two bars later. His stretched-out R for 
Ruhig is followed by at for a tempo in the last bar of the page. The alla breve indication here 
shows his return to beating in two. The tempo is marked as 96 and 96-100. 
 
Reflections 
It is not possible to say with certainty if the tempo of 92 marked in the fifth bar of page 88 is 
faster or slower than the previous tempo Mengelberg had in mind, as that ranged from 80-
100. I leave Mengelberg’s characterizations aside, but if his intention was to look for a more 
singing way of playing here in contrast to the more spoken first idea, I would agree. I have no 
intention of looking for a particular new tempo here, but I can imagine that something very 
flowing combined with moving forward and backward in the hairpins would work well.  
I intend to only subdivide the last beat before the in tempo on page 89. 
 
Other considerations 
As stated in my comments on page 86, I intend to make the pp of page 89 clearly the softest 
moment in the movement so far. 
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Markings 
Mengelberg marked accents in the solo parts in the second, third and fourth bar of page 90. 
He has marked poco in the crescendo in the accompanying strings in the third bar, and 
circled the forte chord of the last bar on the page. He has marked tutti for the fortissimo of 
bar 91 adding a crescendo in the first bar, plus a metronome mark of 96 and Fest R(uhig), 
Ungarisch Zigeunermusik. He has marked a bowing consisting of two upbows on the 
sixteenths in the violin parts in the orchestra. 
 
Reflections 
I think the accents on page 90 are a bit exaggerated, but otherwise I intend to concur with 
Mengelberg’s markings on that page.  Also the tutti and the dynamics on page 91 make 
sense to me, but not the bowing suggestion. In the exchange of sixteenths between violas 
and cellos on the downbeats and violins on the of beats, I think the effect will be much more 
energetic if the bowing is taken ‘as it comes’, with a small correction in the violins in the fifth 
and seventh bar of the page. This bowing also allows for a more sweeping use of the bow, 
which I think fits the character pf a wild dance. 
 
Other considerations 
I think the accents in the strings on page 91 should be continued until the end of the page. 
On page 90 Brahms wrote first a p marc. cresc. And then a hairpin opening up into the forte 
chord in the past bar on that page. I intend to move the tempo slightly forward in the 
hairpin. 
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Markings 
No significant markings on these pages other than the added accents in the solo parts on 
page 93, plus the bowing suggestion and new tempo for the solo in the last three bars on 
that page. 
 
Reflections 
I think the accents in the solo parts on page 93 are probably meant as an encouragement to 
play very clearly, to facilitate the tricky entry of the orchestra one bar later. I am not sure if 
four additional accents are needed here. I intend to slow down in the tutti on page 93 along 
the lines of the diminuendo, so that the solo cellist may take a tempo after a long first empty 
beat at the end of the tutti. In that solo I would ask the soloists the choose a bowing that -
even if they feel the need to cut the legato of the first four beats - would allow for the eight 
notes in the last two bars on page 93 and similar places, to be played with two up bows, as I 
think that is the appropriate gesture and the natural result if the first legato is fully observed.  
 
Other considerations 
On page 92 there are dots in the sixteenths from the sixth bar on the page onwards in the 
flute. There are no such dots in the violin parts in the first two bars of the page. Usually 
these are played somewhat short regardless of the absence of dots. I intend to bring out the 
difference in articulation; longish on the string sixteenths in the violins, very short ones in 
the flute. 
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Markings 
No significant markings on page 94. Mengelberg wrote the word saftig (juicy) at the 
beginning of page 95, probably in relation to the solo writing in sixths. He also marks a 
downward glissando in the third bar on the page in both solo parts. Both solo parts also have 
a upside down V on the downbeat of the fourth bar of page 95. He split the legato slurs in 
solo parts and orchestral parts on page 95. And marked at ( a tempo) with metronome mark 
92in the return to the 2/4 on the same page. 
 
Reflections 
Juicy is a nice characterization of the solo’s on page 95. I intend to avoid splitting the legato 
slurs in solo and orchestra lines and I don’t see the point of the upside down V marking, 
supposedly for emphasis on the downbeat of the fourth bar on the page in the solo parts, as 
the line is continued in the orchestra, and I think the true arrival is one bar later on the forte 
chord in the 2/4. 
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Markings 
On page 96 we find a marking of R(uhig) poco a poco. Mengelberg’s marking points at the 
importance of the second violin line in the last two bars on this same page. Page 97 has  
Calmando and poco rit. followed a tempo. The articulation in the solo bassoon in the last 
three bars of page 97 has been changed by Mengelberg. 
 
Reflections 
I think a possible slowing down on page 96 should be connected to the hairpins in the 
woodwinds. It is a bit puzzling that these do not occur in the solo parts, but the soloists can 
(and will) be asked to allow the woodwinds to bring out these hairpins and take some time 
doing it. Mengelberg’s preference for the second violin line is understandable in relation to 
the first violins, who stop playing before the return of the first theme. But since the top line 
of the violas doubles the second violin part, I thinks of the line as a joint effort and 
conducting it should include the violas. I think changing the articulation in the bassoon part 
on page 97 is a bad idea. Changing the articulation makes it a reference to the opening 
theme of the piece. It would have been easy for Brahms to write it as such, but instead he 
chose to write – with this printed articulation and these accents – a reference to the 
orchestral tutti of page 91.  
 
Other considerations 
I think Brahms is a master in variation when it comes to the instrumentation of the 
accompaniment. The solo cello at letter B seemingly returns to the beginning, but this time 
the accompaniment consists of pizzicato in the upper strings. In my opinion the 
accompaniment should be soft enough for the solo cello to play the piano Brahms wrote, but 
these pizzicatos should be heard. The leggiero Brahms wrote in the last two bars of page 97 
in the accompaniment are an extra reason to dismiss Mengelberg’s suggestion to play 
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leggiero in the accompaniment of the opening bars of the movement, as this would deprive 
us of the possibility to bring it out as a new effect here where Brahms wrote it. 
 

 
Markings 
The same changes appear in the articulation of the oboe and flute as on the previous page in 
the bassoon on page 98. We find the letter W for Weiter (forward, or move on) in the sixth 
bar on the same page. On page 99 we find again a reference to a Gipsy character (Zigeuner) 
and a further reduction of the number of strings playing the accompaniment (from 3,3,2,1,1 
to 2,2,1,1,1). On top of that a change in dynamics to pp in the second bar of the 
accompaniment and some horizontal stress lines in all parts. 
 
Reflections 
I think the Weiter on page 98 is o good idea, but it should be followed by a Ruhig from the 
last bar on the page onward. The further reduction of the number of players, in my opinion, 
is unnecessary and confusing to the orchestra. I would characterize the music here as 
festive, rather than Gipsy like. I would play this tutti from the entry of the orchestra on page 
99 on. 
 
Other considerations 
In a fortissimo sempre marking there is always a grave danger of loss of shape. I think as 
solution here could be to play quasi crescendo to the goal notes. As goal notes I would 
choose the last possible option within the phrase, which is the fourth bar in each of the two 
four bar phrases. Those two bars, with two quarter notes played by all, should serve as goal 
notes in all statements of this theme in my opinion. 
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Markings 
No significant markings on bar 100. On page 101 some horizontal markings of tenuto lines, 
and dots added to the cello and bass line in the fifth bar of the page.  
 
Reflections 
To me the added dots in cellos and basses in the fifth bar of page don’t make sense. I intend 
to make a contrast between the short, dotted version of this figure as found in the third and 
fourth bar of page 101 in the violins, and the somewhat longer version in the lower strings.  
For these last ones a hooked bowing would be suitable, particularly because this would put 
the cellos and basses in line with the upper strings in the penultimate bar of the page; the 
goal bar of the phrase, with a down up bowing on first and second beat. 
 
Other considerations 
In contrast to the phrasing of the festive/gipsy theme of page 99, I think a goal note early in 
the phrase would be very welcome in the continuation on page 100.  Hence I would put the 
emphasis on the second bar on that page and again on the before last (sixth). The tutti 
interjections of the fifth bar on this page and the second on page 101,  I intend to hold back 
in tempo slightly. 
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Markings 
Mengelberg marks at a tempo in bar two of the page. By implication the preceding bars 
could be understood as somewhat slower, though there is no further indication in the score. 
At letter C we find Etwas ruhiger and fliessender with metronome mark 96 (also 100) and the 
characterization Ungarisch in the top margin of the score. Some dynamics have been 
changed; on this page the clarinets have forte instead of pp dolce and on the next page 
there is an added mezzo forte plus diminuendo. In the strings we find griffbrett (fingerboard) 
and espressivo added to the last two bars of page 102. 
 
Reflections 
I think it is fitting to play the last bar of page 101 and the first of page 102, as well as the two 
bars before letter C slower, perhaps this is what Mengelberg meant with his horizontal lines 
over these bars. The last metronome marking before the 96 at letter C, has been the 92 at 
the festive/gipsy theme of the double bar on page 99. If Mengelberg wanted a calmer mood 
here, his choice of metronome markings does not indicate that it should be the result of a 
slower tempo. I intend to pick up the tempo at letter C after the slowing down in the 
preceding two bars, but in a calm manner, allowing the winds to play their syncopated music 
dolce. 
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Markings 
Mengelberg has added two tempo modifications on these pages; the R9uhig) of the last bar 
of page 104 and the Calmando in the last bar of page 105. 
 
Reflections 
I don’t see the point of these modifications, but if the soloist do, I will accommodate them. 
 
In the pages 106-122 I don’t find any markings that need further discussion. In my opinion all 
relevant issues have been discussed in the pages above. 
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(p.122).                                                                                     (p.128) 
 
 
 
Markings 
Mengelberg marked the Poco meno mosso of page 122 as 72-69 for the quarter note. He has 
crossed out his marking in the margin of the score suggesting that this section should be 
thought of, or conducted as being written in 4/8 time-signature. He has added espressivo to 
the wind parts in the first and third bar on the page. By contrast the last tempo primo on 
page 128 (right hand side) is marked at 104. 
 
Reflections 
The 104 of the last tempo primo is in fact not Mengelberg’s own tempo primo as indicated 
on the first p[age pf the past movement (page 86) with its range of tempi going form 80-84 
or 100-96. I think it is important to choose the same tempo as one may have chosen at the 
beginning of the piece. The Poco meno mosso is of course to be chosen in relation to that 
same basic tempo of the piece. If that tempo is close to 80, in my opinion the poco meno 
mosso should not be faster than 72. 
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Markings 
On the before last page (empty) page of the score we find an indication that the 
performance of the piece under Mengelberg’s direction would take 36 minutes. 
On the back of the score, we find some dates of performances in 1909. 
 
Reflections 
If the piece in fact lasted 36 minutes in performances conducted by Mengelberg, that would 
set him apart from the average length of other performances which is around 30 minutes.  
Toscanini’s 1939 recording, with Mischakof and Miller, like Cortot’s, with Thibaud and Casals 
has a duration of about 31 minutes. In my study of the score and recording of the Second 
Symphony, I have shown that Mengelberg’s tempo indications should be taken with a pinch 
of salt. We have no way of telling whether they are to be understood as rough estimates or 
as documented wishful thinking. In the case of the Double Concerto, we have no recording 
to compare, but we do have the testimony of at least one critic, of the Haagse Courant, who 
thought that the tempi of the first and last movement (page 4 of the chapter on the first 
movement) in the performance in 1901, were on the slow side. That together with 
Mengelberg’s general tendency to have slow movements played extra slowly, makes it not 
unlikely that he would have been slower than many of his colleagues in the same piece. 
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The markings on the back of the concert dates in 1909 finally, seem to be incomplete, given 
the documented number of performances with the Concertgebouw Orchestra between 1901 
and 1918. 
 
 
 
 
 
 
 


