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Andrew Litton is Music Director of New York City Ballet, Principal Guest Conductor of Singa-
pore Symphony, Conductor Laureate of Bournemouth Symphony, and Music Director Laure-
ate of Bergen Philharmonic. This season, he returns to Ulster Orchestra, National Taiwan
Symphony, Orquesta Sinfénica de Galicia, and Utah Symphony, among others. Litton has led
major opera companies including Metropolitan Opera, Royal Opera House, Opera Australia,
Deutsche Oper Berlin and Bergen National Opera. Born in New York City, Litton earned both
Bachelor’s and Master’s degrees from Juilliard School in piano and conducting.
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Tue. 28 May 2019, 19:00 at Tokyo Bunka Kaikan

1512 @ 7>/RUa—-UJwR>/ Andrew LITTON, Conductor
E7/ @ 73 T4 WA Anna VINNITSKAYA, Piano
VY —hI 29— @ TUFFTF SHIKATA Kyoko, Concertmaster

IN—/\—: BEEEDIH DI A E2E op.17 (10%)

Barber: Second Essay, op.17

FO3704I7 7/ HEHE3E /KA op.26 0

Prokofiev: Piano Concerto No.3 in C major, 0p.26

I Andante - Allegro
I Andantino
I Allegro ma non troppo

K& / Intermission (20 %)

FvA DTRAF—  XEHFEAE ~\JZ5A op.36 44%)

Tchaikovsky: Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
I Andantino in modo di canzona

I Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco
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Anna
VINNITSKAYA

Piano

PVF I ZYAY &
e7/ L : \

©Marco Borggreve

OV 7&FEN. 2007FETUHPR— M ERERSEI VT —)UC, EENGFHEZS T
B, BE, BRICSY - TUHSHREULEN—VRAIAVEEZE, RE. 8RD/\>
T IBRERETEHZ DD DS, RAVYERKRICI—Ov/ 2T THEUY (Y
WEITS. INETICAASIN: TAIbs T2V -Ta)be QA4 VIV T 1 )b N—
SUHALHE, NDRIILF T «)b. SWRY 2 b w MU MBOXREE, NZ, ABRT 1L
BREBRZA—TANIICHIHIBHIN, FabhD, JzRE—I7, A VFRY, RILY
VR, VI/IAF, DNV RAFSEBRIREREE TR,

2018F 2 A, Y hNU—R—LTVO- U A 9)LERRKE. BE6BIcROT7F7 -
T4 )VRBRNEDY UR &S, FEEFARL. FEEF2016FE9 LR, 2EBD
HE,

Since received the first prize of the Queen Elisabeth Competition 2007, Anna Vinnitskaya has
performed concerts and recitals throughout the world. Vinnitskaya has collaborated with
renowned orchestras such as Israel Philharmonic, Minchner Philharmoniker, Royal Philhar-
monic, City of Birmingham Symphony, NDR Elbphilharmonie, Radio-Sinfonieorchester Stuttgart
des SWR, NHK Symphony, and Osaka Philharmonic under batons of Dutoit, Fedoseyev, Inki-
nen, Nelsons, Janowski, and Urbanski, among others.
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Program notes by Robert Markow

Barber:
Second Essay, op.17

Samuel Barber: Born in West Chester, Pennsylvania, March 9, 1910; Died in New
York City, January 23, 1981

Samuel Barber occupied a central position in the history of American
music. He found his calling early in life, and at fourteen, entered the newly
opened Curtis Institute of Music in Philadelphia to study composition with
Rosario Scalero. Though Barber lived through the ages of dodecaphonic music,
total serialism, musique concreéte, electronic music, aleatoric music, microtonal
music, spatial music, collage and even the early stages of minimalism, he fol-
lowed none of these fashionable movements and isms, remaining true to a
romantic persuasion all his life and satisfied to work well in conservative idioms.
His music breathes lyricism, heartfelt emotions, nostalgia, and, in some cases,
highly dramatic gestures. But if Barber contributed nothing “new” to the march of
history, he was nevertheless regarded so highly that he was commissioned to
write an opera for the opening night of the new Metropolitan Opera House at
Lincoln Center (1966). On the day following his death, the New York Times car-
ried a front-page story of the news.

As a title, “Essay” has scarcely been used in the field of musical composi-
tion, but as defined in Webster's Third New International Dictionary, it would
seem to be a richly fertile subject for a free-fantasy development in tone: “An
analytic, interpretative, or critical literary composition, usually much shorter and
less systematic and formal than a dissertation or thesis, and usually dealing with
its subject from a limited, often personal point of view [or] something resembling
or suggesting such a composition.” Barber composed three “essays” in sound: the
First in 1938, the Second in 1942, and the Third in 1978.

Barber declared that his primary purpose in writing each essay was “to cre-
ate a unity.” In fact, the opening subject of the Second Essay, heard progressively
in the solo flute, bass clarinet, English horn and other instruments, provides the
material for nearly everything that follows, either melodically or rhythmically.
This includes accompaniment patterns, the timpani motif, the fugue (initiated by
the solo clarinet after a “shout” from the full orchestra) and the noble hymn that
closes the work. A sweeping theme initiated by violas and cellos provides the
principal element of contrast, equivalent to a second subject in a sonata-form
movement.

The first performance of this work was given by Bruno Walter and the
New York Philharmonic in Carnegie Hall on April 16, 1942.
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Prokofiev:
Piano Concerto No.3 in C major, op.26

I Andante - Allegro
I Andantino
I Allegro ma non troppo

Sergei Prokoviev: Born in Sontsovka (today Sontsivka), District of Ekaterinoslav,
Ukraine, April 27, 1891; Died in Moscow, March 5, 1953

Like many of the great composers, Sergei Prokofiev showed his talents
early. He was composing before he was six, he had produced an opera by
twelve, and for his application to the St. Petersburg Conservatory, at thirteen, he
submitted four operas, two sonatas, a symphony and several piano works. As a
pianist he was no less remarkable. For his final examination at the St. Petersburg
Conservatory, in place of a traditional classical or romantic concerto he played
his own First Piano Concerto before a panel of judges, each of whom had the
published score in his hands. Likewise Prokofiev was also the soloist in his fiend-
ishly difficult Second Concerto (1913) and years later, his Third and Fifth. (The
Fourth, for left hand alone, was performed only posthumously.)

Prokofiev began working on his Third Piano Concerto in Petrograd (as St.
Petersburg was known at the time) in 1917, and after a long interruption to con-
certize in America, completed it in October of 1921. Into it he incorporated ideas
he had jotted down earlier, some going back as far as 1911. The first perfor-
mance took place not in the composer’s native land but in Chicago, on
December 16, 1921, with Frederick Stock conducting the Chicago Symphony. But
neither in Chicago nor in subsequent New York performances did the concerto
arouse much enthusiasm. Prokofiev said the American public “did not quite
understand the work.” Nevertheless, it went on to become one of the half dozen
or so most popular piano concertos of the entire twentieth century. Audiences
and soloists alike love it for its humor, knife-edged sonorities, acerbic harmonies,
deeply-felt lyricism and especially its undisguised virtuosic brilliance. The concer-
to is, in a sense, a reflection of its composer’s own profile both as a pianist and as
a person. The late cellist Mstislav Rostropovich noted that “listening to his music
I am always reminded of his manner of speaking - witty, candid, at times
brusque, but often gentle.”

Tchaikovsky:

Symphony No.4 in F minor, op.36
I Andante sostenuto - Moderato con anima
I Andantino in modo di canzona

Il Scherzo: Pizzicato ostinato. Allegro
IV Finale: Allegro con fuoco
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Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; Died in St. Petersburg,
November 6, 1893

Love, grief, crisis and destiny were favorite themes of the nineteenth-centu-
ry Romantic composers, and nowhere in Tchaikovsky’s life do they occur more
dramatically than in the year 1877. This was the year in which he became
involved with a neurotic young music student named Antonina Milyukova, made
the disastrous mistake of marrying her, separated just ten days later, attempted
suicide shortly thereafter and concurrently with all this, entered into that extraor-
dinary relationship with Mme Nadezhka von Meck, the wealthy patroness whom
Tchaikovsky was never to meet but with whom he exchanged what is perhaps
the most famous body of correspondence in the history of music. In 1877 he also
wrote his Fourth Symphony. Unavoidably bound up in its creation were the
external events of that fateful year.

Tchaikovsky admitted to Mme von Meck that the whole affair with
Antonina had been a farce, and that she was “a woman with whom I am not the
least in love.” Fate was to blame for bringing them together, he firmly believed.
The first performance took place in Moscow on February 22, 1878, with Nicolai
Rubinstein conducting.

An imperious, strident fanfare opens the symphony. This motif has often
been linked to “Fate,” and reasserts itself at significant structural points through-
out the movement. Following the fanfare introduction, violins and cellos present
a sad, languid line, in movimento di valse, full of pathos, gloom, and rhythmic
irregularities, rocking restlessly back and forth, sliding downward in bleak
despair, then upward in renewed hope. Woodwinds then repeat the long theme.
Tchaikovsky’s love of contrasts can be observed in the second theme, introduced
by the clarinet and continued by the cellos. Here the rhythm is more secure, the
melody more tuneful, the mood lilting and comforting. The harsh reality of fate
has been replaced by tender visions and dreams.

To offset the harrowing dramas and intense turbulence of the long first
movement, Tchaikovsky follows it with music of lonely melancholy and nostal-
gia. His choice of the plaintive sound of the oboe to present the principal theme
represents still another example of his sure mastery of tone color.

The Scherzo brings a completely new sonority — the entire string section
playing pizzicato (plucked) in an effect reminiscent of a balalaika orchestra. This
moto perpetuo is suddenly interrupted by an oboe playing a tune that suggested
to the composer the ditty of a drunken sailor. Then comes still a third timbral
block, the brass, softly intoning military music as if from the distance
(Tchaikovsky’s description).

Anyone who has dozed off during the Scherzo is going to be rudely awak-
ened by the finale’s explosive, brashly sensational opening. The second idea is
presented almost immediately by the woodwinds — a variant of a popular
Russian folksong. The festive mood returns for the third theme, a quick, march-
like affair hammered out by the full orchestra accompanied by plenty of drums
and cymbals. Tchaikovsky repeats, develops and combines these three ideas in
multifarious ways. The movement’s irresistible momentum pauses only long
enough for an intrusion of the “Fate” motif. But this is quickly dispelled, and the
symphony roars to a deliriously joyful conclusion.

For a profile of Robert Markow, see page 49.
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Promenade Concert No.382

Promenad { b“/I\U—/T\—)lJ
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Sun. 2 June 2019, 14:00 at Suntory Hall

1542 @ 77/RUa—-Uwh>/ Andrew LITTON, Conductor
JrAFUY @ =JHXES MIURA Fumiaki, Violin
IVH—hY 29— @ FEBESL vase Tatsuya, Concertmaster

[BEARREESZRHL O [European Composers in Americal]
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Loewe(Orchestrated by Courage): Overture to "My Fair Lady"

LTI IrA7 U2l R op3s @59
Korngold: Violin Concerto in D major op.35

I Moderato nobile
I Romance: Andante
I Finale: Allegro assai vivace

A28 / Intermission (20 %)

Red ) —7 X EBHE08 /MG op9osB.178
CGhtt5RE&)

Dvorak: Symphony No.9 in E minor, op.95 B.178, "From the New World"

I Adagio - Allegro molto
I Largo

I Scherzo: Molto vivace
IV Allegro con fuoco

FfE | AEMEEARREZERKT
%I R, RRBUBEER
AL IR E B
BARK *  (EFOTMEISEEEMLLER)
X e BITBEABAEMLRES

BRERYEABREEFEDR- T,

b

(43%)

5T
TYTY—IRRRE (BOEEEMS00RIIBE) HHERE - BFEP.69. SEEP.722 < R0, YOG A

6/2 Promenade



6/2 Promenade

MIURA Fumiaki

Violin

=HNE

TrAFUY

©Yuji Hori
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BISE., FrAOJRAF—BREs, PILFIT. Rod X)L, JIRE—ILI50DI5HE
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(17045F4H).,

In 2009, at the age of 16, Fumiaki Miura became the youngest-ever winner of Joseph Joachim
International Violin Competition Hannover. He has performed with orchestras including Los
Angeles Philharmonic, Royal Philharmonic, Mariinsky Orchestra, and Tchaikovsky Symphony
under batons of Gergiev, Dudamel, and Fedoseyev, among others. Miura will play with Bar-
celona Symphony (Zukerman), Deutsches Symphonie-Orchester Berlin (Ticciati), Gothenburg
Symphony (Rouvali), Frankfurt Radio Symphony (Orozco-Estrada), WDR Sinfonieorchester
(Poga). and BBC Scottish Symphony (Dausgaard). He plays a 1704 Stradivarius "Viotti" gener-
ously on loan from Munetsugu Collection.
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Program notes by Robert Markow

Loewe(Orchestrated by Courage):
Overture to "My Fair Lady"

Frederick Loewe: Born in Berlin, Germany, June 10, 1901; died in Palm Springs,
California, February 14, 1968

The name Frederick Loewe is such an enduring symbol of Broadway and
New York that it may surprise some to learn he was born in Germany to
Viennese parents (his original name was Friedrich Lowe). His career got off to a
flying start: he was already composing at the age of seven, and at thirteen was
the youngest piano soloist ever to appear with the Berlin Philharmonic.

In 1924, Loewe’s father, an operetta singer, was invited to perform in New
York, and Friedrich accompanied him there, hoping to write for Broadway. But
before he succeeded in this difficult world he held other, totally improbable jobs
like herding cattle, gold mining and prize fighting. On Broadway, teamed up with
Alan Jay Lerner, his first hit was Brigadoon (1947), followed in 1951 by Paint
Your Wagon. But it was My Fair Lady that became their first mega-hit. It opened
at the Mark Hellinger Theatre on March 15, 1956 and ran for 2,717 performanc-
es, making it the longest running musical in Broadway history up to that time. Its
success was all the more remarkable in that such luminaries as Rodgers and
Hammerstein, Cole Porter, and Noél Coward had all turned down offers to make
a musical out of George Bernard Shaw’s comedy Pygmalion, the story of a fussy,
middle-aged phonetics professor (Henry Higgins, played by Rex Harrison) and his
determination to make a lady out of a low-class Cockney girl (Eliza Doolittle,
played by then twenty-year-old Julie Andrews) by improving her diction.

Upon first hearing the Overture to My Fair Lady, author Dick Scanlon
(book and lyrics for the Broadway show Thoroughly Modern Millie) admits to
being “blown away by the first eight chords of the score, a jubilant, insistent,
almost manic announcement that something extraordinary has begun. If there is
a Gabriel, and he has a trumpet, it can’t be more joyful than the Overture to My
Fair Lady.”

Korngold:
Violin Concerto in D major op.35

I Moderato nobile
I Romance: Andante
Il Finale: Allegro assai vivace

Erich Wolfgang Korngold: Born in Briinn, Moravia (today Brmo, Czech Republic),
May 29, 1897; died in Hollywood, California, November 29, 1957
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The decade from the mid-thirties to the mid-forties saw Erich Wolfgang
Korngold (he took his middle name in honor of Mozart) in Hollywood, turning
out film scores to such classics as The Adventures of Robin Hood, Kings Row,
Captain Blood and The Sea Hawk, among others. He became the first composer
of international stature to hold a contract with a movie studio (Warner), and mil-
lions of movie-goers have thrilled to his brash, swashbuckling themes, to sumptu-
ously scored love music and to grandly heroic evocations of historical pageantry.
The film connection is entirely relevant to Korngold’s Violin Concerto, as most of
its principal themes are drawn from his film scores. It was begun as far back as
1937 but was set aside and not completed until 1945, at the urging of violinist
Bronislaw Huberman who evidently expected to give the world premiere. But the
honor went to Jascha Heifetz instead, on February 15, 1947, with Vladimir
Golschmann conducting the St. Louis Symphony Orchestra. Heifetz’ 1953 record-
ing of the concerto is still regarded as one of the jewels in the crown of the vio-
linist’s discography.

The concerto is pure romanticism all the way, and the soloist is seldom out
of the spotlight. The long opening theme, which spans two octaves in the first
five notes alone, comes from the film score for Another Dawn (1937). An equal-
ly expansive second theme derives from judrez (1939). Anthony Adverse (1936)
is the source of the principal theme of the second movement, while the contrast-
ing middle section, marked misterioso, is newly minted. Musicologist David
Wright describes the latter passage as “a polytonal fantasy whose exotic scoring
includes muted solo violin and celesta, wandering through a dream landscape.”
The jaunty, propulsive Finale, based on the principal theme from The Prince
and the Pauper (1937), takes the soloist through the kind of daredevil displays
that stir audiences - both in movie houses and in concert halls - to spontaneous
eruptions of cheers and hurrahs.

Dvorak:
Symphony No.9 in E minor, op.95 B.178,
"From the New World"

I Adagio - Allegro molto
II Largo

Il Scherzo: Molto vivace
IV Allegro con fuoco

Antonin Dvotdk: Born in Mihlhausen, Bohemia (today Nelahozeves, Czech
Republic), September 8, 1841; died in Prague, May 1, 1904

Dvotak’s Symphony No. 9, the “New World Symphony” to most listeners,

received its world premiere in New York’s Carnegie Hall on December 16, 1893.
Although the “New World” Symphony was written in the New World, it is not
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specifically about the New World. True, there are themes that could be con-
strued as being “authentic” songs of the American Indians or African-Americans,
but in fact, as in Dvofak’s Slavonic works, he did not actually quote directly from
folksong but rather composed his own based on study of the source material.

One “New World” aspect of this symphony is the role played by Longfel-
low’s epic poem The Song of Hiawatha, which Dvotak had read in Czech trans-
lation some thirty years earlier. He re-read the poem in America and claimed that
the scene of Minnehaha’s funeral in the forest inspired the Largo movement of
his symphony, while the Indians’ Dance was responsible for the Scherzo. Dvorak
actually visited Hiawatha’s land (Iowa and southern Minnesota), but the sympho-
ny was essentially complete by this time, so whatever influence Hiawatha had on
him was purely literary, not geographical. Finally, it is worth noting that America
was celebrating in 1892 (the year Dvordk arrived in America) the four hundredth
anniversary of Columbus’ discovery of the New World.

From the New World alone of Dvordk’s nine symphonies opens with a
slow introduction. Within the space of just 23 measures, the composer incorpo-
rates moods of melancholic dreaming and tense foreboding, startling eruptions
and a surging melodic line. The main Allegro section is launched by horns in an
arpeggiated fanfare motif in E minor, a motif that will reappear in all remaining
movements as well. Several additional themes follow.

The Largo contains one of the most famous themes in all classical music.
Many listeners know it as the song “Goin’ home,” but Dvorak did not borrow the
theme from a spiritual; it is his own, and the words were superimposed after the
symphony was written by one of his students, William Arms Fisher. Although
Dvorak himself claimed the movement was inspired by a passage from Longfel-
low’s poem, Otakar Sourek (himself a Czech), believes the listener is equally en-
titled to imagine instead Dvorédk longing for his homeland: “the melancholy, wide
expanses of the South Bohemian countryside, of his garden at Vysoka, of the
deep solemn sighing of the pine forests, and the broad, fragrant fields.”

The Scherzo is one of the most energetic and exhilarating movements
Dvoték ever wrote, and borders on the virtuosic as well for the dazzling orches-
tral display it entails. The contrasting Trio section is a charming rustic dance
introduced by the woodwind choir and set to the lilting long-short-long rhythm of
which Schubert was so fond.

The finale too contains its share of melodic fecundity and inventiveness.
The development section develops not only material from this movement but
from the three previous ones as well, especially the main theme of the Largo,
which is fragmented and tossed about with almost reckless abandon. The grand
climax of the long coda brings back the chordal sequence that opened the Largo,
but now painted in broad, majestic strokes in the full brass and woodwind sec-
tions. The final chord is a surprise — not a predictably stentorian chord played
fortissimo by the full orchestra, but a lovely, warm sonority of winds alone, a
sound that lingers gently on the ears.

For a profile of Robert Markow, see page 49.
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Alejo Pérez studied composition, conducting, and piano in his native Buenos Aires. Between
2009 and 2012 he was Music Director of Teatro Argentino de La Plata. He has performed at
Teatro Real (Madrid), Opéra National de Lyon, Teatro dellOpera di Roma, Salzburger Fest-
spiele, Teatro Coldn, Semperoper (Dresden), and Lyric Opera of Chicago. From the 2019/20
season Pérez will be Music Director of Opera Vlaanderen. He has conducted orchestras in-
cluding Philharmonia Orchestra, Orchestre de la Suisse Romande, Radio-Sinfonieorchester
Stuttgart des SWR, Deutsches Symphonie-Orchester Berlin, and Deutsche Kammerphilhar-
monie Bremen.
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Sat. 8 June 2019, 14:00 at Tokyo Metropolitan Theatre

1512 @ J7LiR-RA  Alejo PEREZ , Conductor
E7/ @ REFSE * NAGAO Hiroshi, Piano
XVVTFS/ @ JIEEDZE M ** KATO Nozomi, Mezzo-Soprano
JVP—h 29— @ LLUAKE vamamoro Tomoshige, Concertmaster

(4«71 2E0v7 - NUVIFNDANY—I 1)

AT T4 ZAF— NUIER (RN — 1) 194788R) * 30%)

Stravinsky: Petrushka (1947 version)

I The Shrove-tide Fair
I Petrushka
I The Blackmoor

IV The Shrove-tide Fair and the Death of Petrushka

A28 / Intermission (20 %3)

J7Uv  NUIBE(=ZAET) @i

Falla: El sombrero de tres picos

Introduction

Part I
Afternoon

Dance of the Miller's Wife (Fandango)

The Grapes
Part T

The Neighbors' Dance (Seguidillas)

The Miller's Dance (Ferruca)
The Corregidor’s Dance
Final Dance (Jota)
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NAGAOQO Hiroshi

Piano

REFSE

e7/

RREMAFRZE, BREZRETREEE T, TEEETE, RNEGLF REHET.
KEBEBICANE. 19954, /XU - TO—)b - /IUNIVICEEZ. NEZ, RE. HFHEAT ().
KREREFEF—TANSEDHE, VO - U AL, SEOERNDIERIIE. 2
BER. NHKREDAT«PHERE, ZOEBFZIRCHIE>TWVS, CDIF [T R
SOTIVERE vy —] (AT /=) [URRL—A—%#L] (QIVEE) BELH.
Hiroshi Nagao graduated from Tokyo,University of the Arts and completed his Master’s at the
same university. In 1995 he entered Ecole Normale de Musique de Paris. He has played with

leading orchestras such as NHK Symphony, Tokyo Symphony and New Japan Philharmonic. He
has given solo recitals and first performances of a number of domestic and overseas works.

KATO Nozomi o
Mezzo-Soprano X *"",

MNEDOZEH -
XIVITFS )

RREN AR BARLFE T /NN EIRBUZ [T 7IVRI Y TN TA v T U—,
BREGH IO LYY - IZTUPREIG [#BEFE] 95U—F. J470Y7 - %
Zv—ZHREG (LR AXFRBRET—O v/ TERE. BNTEZHaIUIVY ~)
TSI L—FZRV. BLFHEZERC. 2019F1087 S5 RARSHEHIE [HIL
AV CIA MLO—)LTHEFE. NV Y 7HEE. “HERRE,

Nozomi Kato graduated from Tokyo University of the Arts and obtained a master’s degree at
the same university. Kato has sung at opera houses in Europe, appearing as Quickly in Falstaff
and as Suzuki in Madama Butterfly at Teatro Magnani Fidenza. For domestic stages, she sang
as Maddalena in Rigoletto in Nikikai Opera and was highly acclaimed. She is a member of
Nikikai, living in Valencia.
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Program notes by Robert Markow

Stravinsky:
Petrushka (1947 version)

I The Shrove-tide Fair

I Petrushka

Il The Blackmoor

IV The Shrove-tide Fair and the Death of Petrushka

Igor Stravinsky: Born at Oranienbaum (an estate near St. Petersburg), Russia,
June 17, 1882; died in New York City, April 6, 1971

In his memoirs, Stravinsky relates how, after the heady, colorful, fantastic
world of the Firebird, he wished to “refresh” himself with “a sort of Konzertstiick”
for piano and orchestra. “In composing the music, I had in mind a distinct picture
of a puppet, suddenly endowed with life, exasperating the patience of the
orchestra with diabolical cascades of arpeggi. At first unsure of what to call the
music, Stravinsky one day “leapt for joy” when he suddenly conceived the idea of
calling it “Petrushka — the immortal and unhappy hero of every fair in all coun-
tries.” The impresario Diaghilev immediately perceived balletic possibilities in it,
and persuaded Stravinsky to alter the course of the work and turn it into a full-
length ballet instead of just a short concert piece for solo piano and orchestra.
The result was a 35-minute score for large orchestra, which was first performed
in Paris’ Théatre du Chatelet on June 13, 1911.

The neatly symmetrical, four-part scenario calls for two outer scenes set in
Admiralty Square, St. Petersburg, at Shrovetide (the three days before Ash
Wednesday in the Christian liturgical calendar), 1830; and two inner scenes,
each in a different private room.

SCENE [: The Shrove-tide Fair — We are immediately plunged into the
hustle and bustle of a carnival scene with all its attendant noise, confusion, high
spirits, dances, magicians, vendors, side shows, and attractions of all sorts — a

veritable riot of sound and color. A procession of drunken revelers approaches;
an organ grinder plays a popular Russian folksong; a man with a music box
arrives with another tune (flutes and clarinet), all of them competing for the
crowd’s attention. Suddenly, the Magician steps out from behind the curtains of a
little theater to present three puppets: Petrushka, the Ballerina, and the Moor.
After charming the audience with his flute playing, he does some hocus-pocus
and breathes life into his three puppets, who execute the brilliant Russian Dance.

SCENE II: Petrushka — Petrushka suffers from an inferiority complex and
tries to console himself by falling in love with the Ballerina. The music follows
Petrushka’s every shift of emotional response to his surroundings: his terrified
shriek as he is thrust through the door, his tearful sobs and whimpers (clarinets,
bassoon), his frantic racing about the room (piano) and screams of rage at his
cruel master (full orchestra, with piercing “screams” from the trumpets).

SCENE Ill: The Blackmoor — The scene is rife with menace and danger.
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The Moor is, as the score tells us, “clad in a magnificent costume, lying on a
divan, playing with a coconut.” The Ballerina enters, and is romantically attract-
ed to this brutish, stupid, but handsome and obviously prosperous Moor. She tries
to impress him with a dance, which gives the orchestra’s solo trumpet player as
many pirouettes and jetés to perform as she has. She next dances a waltz, both
of whose genial tunes Stravinsky borrowed from Joseph Lanner (1801-43), one of
the founders of the Viennese dance music craze. Petrushka creeps in, furiously
jealous (soft trumpet fanfares), hoping to “rescue” the Ballerina from the Moor,
but he is unceremoniously tossed out.

SCENE IV: The Shrove-tide Fair and the Death of Petrushka — We are
back where we started, amidst the noisy, swirling crowds at the carnival. It is
now evening. Everyone is singing, dancing, drinking, making merry. Stravinsky
takes us from one group of revelers and entertainers to another, nearly all of
whom are portrayed in Russian folksongs and dances. Today’s performance will
conclude at this point as Maestro Pérez has chosen to use the concert perfor-
mance ending sanctioned by the composer. Petrushka suddenly rushes out from
the little theater, pursued by the Moor, who eventually catches up to him and
destroys him with one sweep of his scimitar. The Magician demonstrates to the
astonished crowd that it is nothing more than straw and sawdust. But as the
Magician begins to drag off his lifeless doll, he glances up at the roof of the the-
ater to see Petrushka’s immortal spirit mocking him.

Falla:
The Three-cornered Hat
(El sombrero de tres picos)

Introduction
Part I
Afternoon - Dance of the Miller's Wife (Fandango) - The Grapes
Part I
The Neighbors' Dance (Seguidillas) - The Miller's Dance (Ferruca) -
The Corregidor's Dance - Final Dance (Jota)

Manuel de Falla: Born in Cadiz, Spain, November 23, 1876; died in Alta Gracia,
Cordoba, Argentina, November 14, 1946

For his colorful ballet score The Three-cornered Hat, Manuel de Falla
drew upon Pedro de Alarcén’s short novel El sombrero de tres picos, which had
already served Hugo Wolf as the libretto for his opera Der Corregidor. De Falla
first created a pantomime entitled The Corregidor and the Miller’s Wife, which
was produced with great success in Madrid in 1917. Shortly afterwards, the im-
presario Serge Diaghilev asked de Falla to arrange a ballet for his Ballets russes,
based on the pantomime music. The composer revised the score and added two
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new numbers, the Miller's Dance and the Final Dance. With choreography by
Léonide Massine, who also danced the role of the Miller, the first performance of
the ballet took place at the Alhambra Theater in London on July 22, 1919, with
Ermnest Ansermet conducting. The new title became The Three-cornered Hat, the
hat being the corregidor’s symbol of office. Picasso contributed the stage curtain,
sets, and costume designs. The production was hailed as one of Diaghilev’s most
brilliant achievements, de Falla’s international reputation made a quantum leap
forward, and Spanish dance schools sprouted up all over London.

A brilliant fanfare for trumpets and drums alone sets the mood of fiery
Spanish temperament and rhythmic zest. Castanets, handclaps and shouts of
"Olé!” further set the scene as unmistakably Spanish. A plaintive solo voice gives
warning to wives to be on their guard against men in pursuit of amorous adven-
ture.

Part I begins with the orchestra depicting the Miller and his attractive
Wife going about their daily chores on a typical afternoon. The first passerby is
a dandy (piccolo), who makes a brief attempt at flirting with the Wife. Then a
Corregidor enters in a stately procession. Soon afterwards, he returns alone to a
pompous bassoon solo. He doesn’t stay long, but Miller and Wife sense he will
be back soon to make a pass at her. The Wife dances the beguiling fandango,
and sure enough, the Corregidor returns alone to press his case. The Wife now
performs the Dance of the Grapes, teasing him mercilessly with a bunch of the
fruit until he collapses in a heap. He leaves, vowing vengeance. The Miller and
Wife together continue the fandango music until the end of Part L.

Part II takes place that evening. The Miller, his Wife and the neighbors
celebrate St. John’s Eve in a scene of great merrymaking. They dance Seguidillas,
full of sinuous melodies, and evocative of the starlit, perfumed Andalusian night.
This is followed by the Miller's Dance, a farruca, which opens with a brilliant
horn solo. Languorous melodic phrases are punctuated by heavy, ferocious out-
bursts from the strings.

The retribution promised by the Corregidor in Part [ arrives with the “knock
of Fate,” an unmistakable quote from Beethoven’s Fifth Symphony. The mezzo-
soprano again sings her warning of infidelity. A series of crazy misadventures
brings in turn the wrongful arrest of the miller, the return of the Corregidor (that
comic bassoon solo again!) still in pursuit of the Miller's wife, the Corregidor’s
topple into the millstream, the escape of the Miller and discovery of a very wet
and grumpy Corregidor in his own bed (his Wife having fled in terror by this
point), the arrest of the Corregidor (now wearing the only dry clothes in sight,
the Miller’s) by police who mistake him for the escaped Miller, and the ridicul-
ing of the Corregidor by the general populace in true Spanish tradition by being
tossed up and down on a blanket. To general rejoicing, everyone joins in the
final dance, the Jota — a dance characterized by abruptly shifting moods and
rhythms, and which rises to a brilliant conclusion amidst some of de Falla’s most
resplendent orchestration.

For a profile of Robert Markow, see page 49.
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Krzysztof
PENDERECKI

Conductor
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©Ludwig van Beethoven Association and Bartosz Koziak
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Krzysztof Penderecki was born in 1933. He is the Poland's greatest living composer and con-
ductor. His best known works are Threnody to the Victims of Hiroshima. Anaklasis, St. Luke
Passion, Cello Concerto No.2, Polish Requiem, Symphony No. 3, Metamorphosen - Violin Con-
certo No.2, and Symphony No. 7 - Seven Gates of Jerusalem, and four operas, among others.

In 1972 Penderecki began his conducting career. Currently, he is Music Director and Artistic
Director of Sinfonia Varsovia.
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Dear Music Lovers

It is with great joy that I am returning to the Tokyo Metropolitan Symphony
Orchestra and I am happy I will be able to present two of my works: the Second Violin
Concerto "Metamorphosen" which was premiered in 1995 by Anne-Sophie Mutter and the
MDR-Sinfonieorchester conducted by Mariss Jansons. This time in Japan the work will be
performed by the great Japanese violinist Sayaka Shoji with whom I worked on several
occasions, most recently in Spain and Sweden, where she gave an excellent performance of
my concerto in Stockholm almost 2 years ago.

My second work which will be performed is the Prelude for Peace, which I com-
posed to mark the 70th anniversary of the outbreak of the Second World War. The pre-
miere was given in Krakéw by greatest musicians from almost 80 best orchestras in the
world, conducted by Maestro Valery Gergiev. I once said that the Prelude for Peace distils
my childhood memories from the period of the German occupation and of the communist
regime that came to dominate Poland after the war.

After the intermission, Ludwig van Beethoven's great Symphony No. 7 which I
often conduct will be performed.

I look forward to meeting the musicians and the audience in Tokyo and I would
like to repeat that I am very happy to return to this great city and wonderful orchestra.

Krakéw, 31 March 2019

ﬁ Krzysztof Penderecki
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Penderecki: Metamorphosen - Violin Concerto No.2 (1992-95)
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SHOJI Sayaka

Violin
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Sayaka Shoji was the youngest and first Japanese violinist to win the Paganini Competition in
1999 and since then has established strong connections with world renowned conductors
including; Temirkanov, Ashkenazy, Dutoit, Jansons, P. Jarvi, Pappano, and Nézet-Séguin. In
the 2018/19 season she made her debuts with Iceland Symphony and Beethoven Orchester
Bonn, and toured Japan and Italy with St. Petersburg Philharmonic. Sayaka plays 1729 Reca-
mier Stradivarius - kindly loaned by Ueno Fine Chemicals Industry Ltd.
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Program notes by Robert Markow

Penderecki:
Prelude for Peace (2009

Krzysztof Penderecki: Born in Debica, district of Krakow, Poland, November 23,
1933; now living in Lustawice, a village east of Krakéw

Krzysztof Penderecki ranks as Poland’s most renowned living composer. He
rose to prominence during the late 1950s and early 1960s with works like
Anaklasis and Threnody for the Victims of Hiroshima, in which his staunchly
avant-garde sound world included such devices as tone clusters, micro-intervals
and noise effects. But in the mid-sixties, Penderecki began to look more to the
past than to the future for his musical inspiration, and his style became what
many referred to as neo-romantic. His First Violin Concerto, written for Isaac
Stern in 1976, remains a model of this second-period style. Then, in the early
eighties, Penderecki’s style changed once again into a synthesis that combined
the expressivity of neo-romanticism with various experimental elements from his
early works.

Penderecki’s catalogue leans heavily toward the orchestral (including eight
symphonies and numerous concerted works) and the sacred choral repertories. In
the latter category one notes the Te Deum, the St. Luke Passion, the Polish
Requiem and The Resurrection of Christ, all of which underscore the compos-
er’s deep and abiding concern for the human condition. This concern spills over
into many of Penderecki’s later secular compositions as well, including the
Second Violin Concerto, a work of dark brooding, dirge-like motifs, introspection
and a deeply sorrowful persona. Penderecki’s most recent orchestral works are
the Polonaise of 2016 and Polonaise No. 2 of 2018.

Prelude for Peace was written in 2009 for brass and percussion. It was
first performed in the Church of Saints Peter and Paul in the composer’s natal
city of Krakéw by musicians from the World Orchestra for Peace on September 1
of that year with Valery Gergiev conducting.

The web site Ninateka.pl offers the following description of Prelude for
Peace: “According to the composer, the work distills his childhood memories
from the period of the German occupation and of the Communist regime that
came to dominate Poland after the war. The composition’s drama is to convey
the sense of final liberation, which finally came in 1989. The piece is built of
clearly distinguishable sections separated by fanfare-like passages in which the
work’s basic chorale theme is first introduced by the bass trumpet and later
developed contrapuntally. In the culmination, this theme recurs in a refined
canon, and the piece ends with a spectacular tutti coda.”

Penderecki:
Metamorphosen - Violin Concerto No.2 (1992-95)

Krzysztof Penderecki: Born in Debica, district of Krakow, Poland, November 23,
1933; now living in Lustawice, a village east of Krakow
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The Second Violin Concerto, like most of Penderecki’s concerted works,
consists of a single large-scale movement divided into connected sections. It was
written between 1992 and 1995, and was first performed in Leipzig on June 24,
1995 by its dedicatee, Anne-Sophie Mutter. Mariss Jansons led the Orchestra of
Radio Leipzig, which commissioned the work.

Just as Beethoven fashioned the first movement of his Fifth Symphony
almost entirely from a four-note motif, so too does Penderecki employ a five-note
musical cell to unify his entire concerto. Although Penderecki’s motif does not
recur with the obsessive insistency of Beethoven’s, it nevertheless pervades the
work in multifarious forms and guises, played both forwards and backwards.
Listeners will have no difficulty in identifying many of its recurrences, some obvi-
ous, some more subtle. In the opening bars, the violins, accompanied by a soft
stroke on the tam-tam, twice play a fourfold repetition of the note A. Out of this
grows the five-note chromatic motif that will serve as the concerto’s basic musi-
cal substance: four rising semitones followed by a minor third falling back to the
first note.

Although this 38-minute concerto has been seen by some as roughly con-
forming to a large, traditional sonata-form movement (slow introduction —
exposition — development — recapitulation — coda), it might better be expe-
rienced as a continuous unfolding or metamorphosis (whence its subtitle) of the
main melodic cell mentioned above, with all its elaborations and permutations
set to orchestration of kaleidoscopically changing colors (woodwinds and percus-
sion are given especially prominent roles). Breathtaking flights of virtuosity (par-
ticularly in the extended cadenza near the end), long-breathed elegiac lines of
haunting beauty, episodes that whirl and throw off sparks as if from a Roman
candle, and the dense interplay of motivic give-and-take between soloist and
orchestra are further elements that contribute to making Penderecki’s concerto a
compelling work of art. The final episode, a profound lament, has been described
by the concerto’s first performer, Anne-Sophie Mutter, as “one of the supreme
high points of all music.”

Beethoven:
Symphony No.7 in A major, 0p.92

I Poco sostenuto - Vivace
I Allegretto

II Presto

IV Allegro con brio

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna, March
26, 1827

For sheer visceral excitement, there are few works in the orchestral reper-
tory to match Beethoven’s Seventh Symphony. Wagner accurately described the
essence of the music by dubbing it “the Apotheosis of the Dance,” though it is
doubtful he expected it actually to be choreographed, as has been done on sev-

6/25 B Series



eral occasions.

The symphony was first heard at a gala benefit concert for wounded Aus-
trian and Bavarian soldiers given in Vienna on December 8, 1813.

The introduction to the first movement is the longest such passage
Beethoven, or anyone else up to that time, had ever written for a symphony,
amounting almost to a whole movement in itself and lasting a third of the move-
ment’s approximately twelve minutes. In addition to having its own pair of
themes, the introduction defines the harmonic regions that will have reverbera-
tions throughout the rest of the symphony. The tonic key of A major is emphati-
cally established in the opening “call to attention”; excursions then follow to C
major (the lyrical oboe theme that arrives after the succession of rising scales in
the strings) and F major (the lyrical theme later in the flute). So important to the
symphony’s grand structural design are these three keys that Robert Simpson has
deemed them “more like dimensions than keys.”

The transition to the movement’s main vivace section is scarcely less
imaginative and extraordinary, consisting as it does of 68 repetitions of the same
note (E) to varied rhythms; these eventually settle into the rhythmic pattern that
pervades the entire vivace. From here Beethoven propels us through a sonata-
form movement of enormous energy, bold harmonic changes, startling alternation
of loud and soft, and obsessive rhythmic activity.

The second movement (Allegretto) is hardly a “slow” one, but it is more
restrained and soothing than the frenetic first movement. Again, an underlying
rhythmic pattern pervades. The virtually melody-less principal subject in A minor
is heard in constantly changing orchestral garb. There is also a lyrical episode of
surpassing beauty in A major (woodwinds) and a stormy fugato built from the
principal theme.

The third movement is a double Scherzo and Trio in F major (one of the
harmonic pillars of the symphony). The slower Trio section, with its accordion-
like swells and strange, low growls from the second horn, is believed by some to
have been based on an old Austrian pilgrims’ hymn. Following the customary
Scherzo-Trio-Scherzo format, the Trio is presented complete a second time, and
then again the complete Scherzo. With characteristic humor, Beethoven threatens
to present the Trio still a third time (“What, again?” is the expected reaction from
the listener), but suddenly he dismisses it with five brusque chords from the full
orchestra, and we are ready for the next movement.

The whirlwind finale, like the previous movements, is built from a single
rhythmic cell. The Dionysian energy that infuses this movement has caused many
listeners, in the words of Klaus G. Roy, to “come away from a hearing of this
symphony in a stage of being punch-drunk. Yet it is an intoxication without a
hangover, a dope-like exhilaration without decadence.”

Robert Markow’s musical career began as a horn player in the Montreal Sympho-
ny Orchestra. He now writes program notes for orchestras and concert organiza-
tions in the USA, Canada, and several countries in Asia. As a journalist he covers
the music scenes across North America, Europe, and Asian countries, especially
Japan. At Montreal's McGill University he lectured on music for over 25 years.
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