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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra,
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. Ono was formerly General Music Director of Badisches Staatstheater
Karlsruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filar-
monica Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music
Director of Barcelona Symphony.
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Beethoven: Piano Concerto No.3 in C minor, op.37

I Allegro con brio
I Largo
I Rondo: Allegro

A& / Intermission (20 %)

)by oF—  ZZERE 7 T R WAB107 (VI7—THR) 65%)

Bruckner: Symphony No.7 in E major, WAB107 (Nowak edition)

I Allegro moderato

I Adagio: Sehr feierlich und sehr langsam
I Scherzo: Sehr schnell

IV Finale: Bewegt, doch nicht schnell
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Paul LEWIS

Piano
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Paul Lewis is internationally regarded as one of the leading musicians of his generation.
His cycles of core piano works by Beethoven and Schubert have received unanimous crit-
ical and public acclaim worldwide and consolidated his reputation as one of the world's
foremost interpreters of the central European classical repertoire. His numerous awards
have included the Royal Philharmonic Society’s Instrumentalist of the Year and three
Gramophone awards. At the BBC Proms in 2010 he became the first person to play a
complete Beethoven piano concerto cycle in a single season. He has performed with
many of the world’s leading conductors including Sir Colin Davis, Bernard Haitink, Daniel
Harding, and Andris Nelsons. He works regularly as soloist with the world’s great orches-
tras, including Berliner Philharmoniker, London Symphony, Royal Concertgebouw Orches-
tra, Symphonieorchester des Bayerischen Rundfunks, Chicago Symphony, Boston Sym-
phony, and New York Philharmonic. He was appointed Commander of the Order of the
British Empire (CBE) in the 2016 Queen’s Birthday Honours.
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Program notes by Robert Markow

Beethoven:
Piano Concerto No.3 in C minor, op.37

I Allegro con brio
II Largo
II Rondo: Allegro

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

Beethoven considered this work the best of his first three piano concertos, a
judgment still maintained today by most listeners. Yet its premiere in Vienna on
April 5, 1803, was hardly auspicious. It marked Beethoven’s first public failure as
performer and composer. The music was not appreciated and his playing of the
solo part was criticized, perhaps understandably in light of the situation described
by Beethoven’s friend Ignaz von Seyfried, who turned pages: “I saw almost nothing
but empty leaves; at the most on one page or the other a few Egyptian hieroglyphs
wholly unintelligible to me, scribbled down to serve as clues to him.”

In any event, though, Beethoven was certainly in august company. Three dif-
ferent noblemen attended in one capacity or another: Prince Lichnowsky, who fed
the orchestra at the final rehearsal, which began at eight in the morning on the day
of the premiere and lasted most of the day amidst a mood of utmost panic and short
tempers; Prince Louis Ferdinand of Prussia, to whom Beethoven dedicated the con-
certo; and the aforementioned Ritter (knight) von Seyfried. Also on the program of
this enormous concert were two more Beethoven premieres — the Second Symphony
and the oratorio Christ on the Mount of Olives — as well as the First Symphony.

Although laid out in the traditional three-movement format of fast-slow-fast,
this concerto departs somewhat from previous concerto style, particularly in its
emotional depth and drama (qualities always associated with the key of C minor
for Beethoven), and in the intricacy of interaction between soloist and orchestra.
The opening orchestral passage is the longest of any Beethoven concerto, and is
outstanding for its urgency and sense of reserved power. A second theme in E-flat
major, lyrical and flowing, provides contrast of mood as well as of tonality. Both
piano and orchestra develop these themes with considerable complexity.

The second movement, in the remote key of E major, is characteristically
slow, reflective and deeply moving. Sir Donald Francis Tovey calls it “the climax of
Beethoven’s powers of solemn expression in his first period,” and to musicologist
Richard Rodda it is “one of the most Romantic pieces that Beethoven ever com-
posed.” Soloist and orchestra are more often heard individually than together. In
fact, aside from the central episode, where the piano serves purely as accompani-
ment to the dialogue between solo flute and bassoon, piano and orchestra join in
fewer than twenty bars. The soloist announces the sublimely beautiful, hymn-like
subject in a twelve-bar solo, which is then repeated by the orchestra in its richest
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sonorities. The piano initiates the second paragraph, and only afterwards do piano
and orchestra begin to mingle.

In the finale, Beethoven combines elements of both rondo and sonata form:
rondo in the alternation of the initial theme with other material, sonata in the con-
trast of two tonal areas, C minor and E-flat major, the latter presented as a
descending scale to a merrily “skipping” rhythm. Startling harmonic sidesteps, a
short fugal development, a brief cadenza and a presto coda all contribute to the
sustained interest in this movement, one imbued throughout with verve, vigor and
rhythmic energy.

Bruckner:
Symphony No.7 in E major, WAB107

(Nowak edition)

I Allegro moderato

I Adagio: Sehr feierlich und sehr langsam
Il Scherzo: Sehr schnell

IV Finale: Bewegt, doch nicht schnell

Anton Bruckner: Born in Ansfelden, Austria, September 4, 1824; died in Vienna,
October 11, 1896

Anton Bruckner had long been accepted as a pedagogue and organist, but
neither the public nor the critics had much use for his music, which consisted
mostly of lengthy symphonies. All this changed with the Seventh Symphony, pre-
miered by Arthur Nikisch and the Leipzig Gewandhaus Orchestra on December
30, 1884 when its composer was sixty. This became the symphony, over all others,
that finally led to Bruckner’s acceptance, both in Vienna where he lived from his
forty-fourth year onward, and throughout the entire western world. It was the first
to be recorded (in 1924, with Oskar Fried conducting the Berlin State Symphony
Orchestra) and it has remained, along with the Fourth, the most popular of
Bruckner’s eleven symphonies.

The noble, lofty quality of Bruckner’s music stands in eloquent testimony to
his profound religious faith. Images of vast spaces within towering cathedrals
inevitably come to mind. A special breadth and grandeur infuse his music; time
takes on new dimensions and meaning in his symphonies. And so it is with the
Seventh.

It begins, as do many of Bruckner’'s symphonies, “out of nothingness.” A
broad, sweeping theme, the longest Bruckner ever wrote, slowly unfolds against a
background of shimmering violins. The second principal theme, announced by the
oboe and clarinet, is also lyrical, but moves stepwise rather than in large intervals.
A third subject, rather more a bouncy rhythmic figure than a theme, is first heard
quietly in the unison strings. Bruckner then proceeds to develop his themes with
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inversions, modulations and fragmentations, exchanging and combining elements
amongst various instrumental groups as in a cosmic mosaic. A grandiose fanfare
of the opening theme concludes the movement.

The deep, solemn sound that strikes the ear in the opening bars of the Adagio
movement seldom fails to astonish. The unique sonority is produced by a quartet of
Wagner tubas (plus the standard contrabass tuba) being used for the first time in
any symphony, and quite possibly for the first time since Wagner himself had intro-
duced them in his Ring cycle, completed in the early 1870s. We are embarking on
another movement of vast proportions — the first theme alone contains three sepa-
rate elements that will become material for further development. The first is the
motif for Wagner tubas. Immediately afterwards comes a sumptuously scored, cho-
rale-like passage for the entire string body, beginning with three emphatic rising
notes. This is the motif to which the movement moves inexorably to its great cli-
max, one of the most magisterial in all music. The third element of this long-
breathed theme complex is also for strings, a somewhat angular yet limpid, songlike
passage. Sixteen bars of very slow tempo, with nothing repeated, and that’s just the
initial presentation of the first theme group!

No less worthy of special comment is the second theme. The spell of solemni-
ty and meditative dignity cast by the opening eventually opens out onto a radiant
new vista with one of Bruckner’s most sweetly lyrical and soaring themes in the
violins. Bruckner then proceeds to structure his movement on that of the Adagio of
Beethoven’s Ninth, alternating the two large blocks of thematic material in an
ABABA pattern.

The use of the Wagner tubas is tangible evidence of Bruckner’s reverence
for the Master of Bayreuth. Furthermore, the entire movement is Bruckner’'s memo-
rial to Wagner, for Bruckner had a deep sense of foreboding that Wagner was near
death while composing it, and he was right. Wagner died on February 13, 1883.
When Bruckner learned the sad news, he extended the Adagio and featured the
Wagner tubas in a solemn elegy “in memory of the immortal and dearly beloved
Master.” Following the coda’s outpouring of grief, the movement ends in a spirit of
consolation. After Bruckner’s death in 1896, this movement was played at memorial
services for its own composer.

The Scherzo is based on an incessant rhythmic figure over which the trumpet
proclaims the principal theme, with the octave leap and dotted rhythm somewhat
reminiscent of the Scherzo in Beethoven’s Ninth Symphony. The central Trio sec-
tion is relaxed and genial. Bruckner uses a key that he has all but completely avoid-
ed thus far, F major, resulting in the feeling of another fresh start. The English critic
Neville Cardus describes it as “a nostalgic memory of little Styrian villages, cozy
low-raftered interiors and check table-cloths at noon, birdcalls and hazy distances.”

The Finale begins with an energetic theme related to the opening of the first
movement. This and further themes are put through various modulations and con-
trapuntal developments, and the huge symphonic edifice ends majestically with the
broad theme that opened the work more than an hour before.

For a profile of Robert Markow, see page 25.
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In 1990, Sachio Fujioka enrolled in the conducting department of the Royal Northern
College of Music in Manchester. Following his debut with BBC Phitharmonic in November
1993, he made his debut in London at summer tradition “BBC Proms” conducted BBC
Philharmonic in 1994. In 2001, Fujioka was appointed as Principal Conductor of Kansai
Philharmonic and in his 25th season as Principal. In 2019, he was appointed as Principal
Guest Conductor of Tokyo City Philharmonic. He also appears in TV program “Enter the
Music” since October 2014 (BS TV TOKYO every Saturday at 8:30 a.m.). He was the
recipient Akeo Watanabe Foundation Music Award in 2002.
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Promenade Concert No.408
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Mon. 23 September 2024, 14:00 at Suntory Hall

EE @ %ﬁﬁ?& Sachio FUJIOKA, Conductor
+9— @ LUTEFZ Kanahi YAMASHITA, Guitar *
VY- YRS — @ KEREDE Tatsuya YABE, Concertmaster
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Takashi Yoshimatsu: The Age of Birds, op.25 (1986)
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Rodrigo: Concierto de Aranjuez
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I Adagio
I Allegro gentile
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Kanahi YAMASHITA

Guitar
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Kanahi Yamashita, born in 1997 in Nagasaki, began touring the world at an early age as
a member of the Kazuhito Yamashita Family Quintet. At the age of 13, she gave her solo
debut during a series of worldwide duo concerts with her father. Since 2015 Kanahi has
lived in Berlin, furthering her musical education at Universitat der Kinste Berlin with Prof.
Thomas Mdller-Pering and later with Bjorn Colell at Hochschule fur Musik Ndrnberg
where she is currently undertaking her Konzertexamen. In 2021, Kanahi released a solo
CD featuring works by Carlo Domeniconi, with whom she also studied for several years.
She frequently gives solo and chamber music concerts and is invited as a soloist to inter-
national festivals. Kanahi has been awarded scholarships from the Yamaha Music Foun-
dation and the Rohm Music Foundation. Kanahi was a semi-finalist at the 66th Internatio-
naler Musikwettbewerb der ARD in 2017. She has won various competitions, including
the German Guitar Prize 2019 in Darmstadt and 2nd prize at the 10th International MAR-
TINEZ-Guitar-Competition Iserlohn. In 2021, she became a D'Addario Artist.
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Program notes by Robert Markow

Takashi Yoshimastu:
The Age of Birds, op.25 (1986)

I Sky: ‘What the Sky gives to the Birds’.
I Trees: ‘What the Trees tell the Birds’.
I The Sun: “What the Sun gives to the Birds’.

The Age of Birds is the final work in my ‘Bird Trilogy’ — Threnody to Toki,
Op. 12 (1980) and Chikap, Op. 14 (1981) are the other two and is special to me as
it was my first orchestral commission. The work could be thought of as a symphony
in three movements, adopting the general structural model of ‘Moderato’, ‘Scherzo’
and ‘Allegro’. It was not born of romanticism or impressionism but of a new meth-
od of composition (and orchestration) based on the ‘science of sound’.

The following remarks are taken from composition notes I wrote for the
work’s premiere:

With my mind’s eye, I see a sky with transparent birds. With sad eyes they
quietly look down on the human beings crawling around in an artificial forest
below them. This image has led me to continue writing works with birds as their
theme. At the same time, it has presented me with the task of searching for new
wings with which to fly from the chaotic woods/world of contemporary music.

I. Sky: “‘What the Sky gives to the Birds’. Birdsong presented in differential
and integral forms. The fluctuation of the orchestra: stratiform - reminiscent of the
structure of the earth’s atmosphere. My canticle dedicated to the sky and birds.

II. Trees: ‘“What the Trees tell the Birds’. The fractalisation of the rhythm of
the birds’ song. Or, alternatively, birds and trees as forms presented in a pointillist
musical style. A layering of the different rhythms of the song of birds from other
lands as they fly (across the sky).

III. The Sun: ‘What the Sun gives to the Birds’. The integration of (all) the
birds’ (different) vectors of song. The movement of the birds as a flock flying
toward the sun. Birds, covering every inch of the sky, and their festival. A dream
disappearing into the sky.

The Age of Birds was the thirty-first work to be commissioned by the Japan
Philharmonic Symphony Orchestra for performance in the on-going Japan
Philharmonic series featuring new commissioned works. Thus it was premiered at
the Orchestra’s 382nd subscription concert, in Tokyo’s Bunka Kaikan Hall, on 24
May 1986 under the baton of Michiyoshi Inoue.

Takashi Yoshimatsu
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Takashi Yoshimatsu was born in Tokyo in 1953, and studied at
Keio University (Department of Technology). He taught himself
composition, joined jazz and rock groups, and studied under
Teizo Matsumura for a short while. He argues “new liricism” and
objects to unmusical “modern music” .

He has composed many works. He made his debut with
his composition, “Threnody to Toki” in 1981. Since then, he pre-
sented 6 symphonies, 10 Concertos, and many other orchestra pieces. Other works
include many stage works, series of chamber music related with birds, piano and
guitar works, and other works for Japanese traditional instruments. He worked on
the orchestration of EL&P (Emerson Lake and Palmer)’s work ‘Tarkus’ with much
success leading to multiple live performances and 2 live recordings.

Many of his works are recorded on CD, including “The Age of Birds / Works
by Takashi Yoshimatsu” (Camerata Tokyo). Since 1998, he was appointed
“Composer-in-Residence” of CHANDOS RECORDS. As well as composing, he
spends a lot of time writing articles, music reviews and essays and has published
many books including the ‘Illustrated Encyclopedia of Classical Music’ Series which
has now been translated and published in Chinese Taipei as well.

Rodrigo:
Concierto de Aranjuez

I Allegro con spirito
I Adagio
Il Allegro gentile

Joaquin Rodrigo: Born in Sagunto (near Valencia), November 22, 1901; died in
Madrid, July 6, 1999

Joaquin Rodrigo, whose life spanned the entire twentieth century, was one of
the most respected, famous and important forces in the musical history of Spain for
the past several hundred years. Rodrigo spent the 1930s traveling through
Switzerland, Germany and Austria, and living mostly in Paris where he continued
studies at the Sorbonne. In 1939, following the end of the Spanish Civil War, he
returned permanently to his homeland and took up residency in Madrid. That same
year he wrote his first major composition, the one that was to become his most
famous as well, the Concierto de Aranjuez.

The Concierto de Aranjuez was first performed in Barcelona on November
9, 1940 with soloist Regino Sainz de la Maza, its dedicatee. Due to wartime condi-
tions, its great international popularity came only later, but it eventually became
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the most popular concerto ever written for the instrument, and has joined that
select handful of twentieth-century compositions that are universally loved. It has
been choreographed, arranged for jazz and popular ensembles, used in commer-
cials and recorded well over one hundred times.

The concerto’s title derives from a beautiful, ancient palace of Renaissance
kings (notably Philip II) in the town of Aranjuez, located in the Tagus Valley
between Madrid and Toledo. Aranjuez is a veritable oasis of greenery amidst the
barren plains of New Castile, filled with parks and forests where royal ministers
and their ladies could stroll under stately shade trees.

The first movement follows traditional sonata form procedures, though the
expected orchestral opening tutti is replaced with the solo guitar in rasguedo-like
(strumming) chords. The word “concerto” comes from the Italian term concertare,
meaning to strive together, compete or contest, but one never feels that the gentle
tones of the solo instrument have been submerged in the orchestral fabric. On the
other hand, the timbres of other solo instruments drawn from the orchestra (flute,
oboe, clarinet, cello) allow for a rich variety of contrasting effects with the guitar as
a focus.

The Adagio movement is infused with a lyrically reflective quality of haunting
beauty. The poignant, melancholic tones of the English horn heighten this effect,
sometimes considered to be suggestive of Moorish improvisation. Much embellish-
ment and ornamentation of the simple melodic line by the soloist also characterizes
this movement.

The final movement is built from a single, folk-like theme first heard in the
guitar, and features a rhythmic pattern combining groups of two and three beats. In
a work that gives the soloist ample opportunities for virtuosic display, Rodrigo con-
cludes with a most tasteful and exquisite touch of restraint: the guitar cascades
down two octaves, very softly, in a gesture that seems more to dissolve than to end
the concerto.

Respighi:
The Pines of Rome

I The Pines of the Villa Borghese
II Pines Near a Catacomb

Il The Pines of the Janiculum

IV The Pines of the Appian Way

Ottorino Respighi: Born in Bologna, July 9, 1879; died in Rome, April 18, 1936

The early twentieth-century figure Ottorino Respighi was a many-talented,
multi-faceted musician: violinist, violist, conductor, educator, administrator, editor,
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and composer who wrote songs like a German, operas like an Italian, and orches-
tral music like a Russian. An early stint as principal violist in the St. Petersburg
Opera Orchestra was followed by a period as violinist in the Mugellini Quintet
(1903-08), all the while studying composition with Luigi Torchi and Giuseppe
Martucci in his native Bologna, with Rimsky-Korsakov in Russia, and with Max
Bruch in Berlin. In 1908, he turned his back on performing and devoted the rest of
his life to composition.

A strong interest in history brought forth such works as Mary of Egypt (a
“mystery” play with music), Belkis, Queen of Sheba (ballet), the Botticellian
Triptych (orchestral portraits) and the operas Semirama and King Enzo. Respighi’s
fascination for music of bygone eras led to many of his more popular works, includ-
ing the potpourri Rossiniana, the ballet La Boutique fantasque (also based on
Rossini’s music), The Birds (old harpsichord pieces), and Ancient Airs and Dances
(seventeenth- and eighteenth-century lute music). Less well known are the
Concerto gregoriano for violin and the Concerto in the Mixolydian Mode for
piano, both incorporating Gregorian chants and ancient church modes.

Respighi’s interest in historical matters also brought forth the music by which
he is best remembered today, a trilogy of symphonic evocations of ancient Rome:
The Fountains of Rome (1916), The Pines of Rome (1924) and Feste romane
(Roman Festivals, 1928). All three works burst with brilliant effects, resplendent
orchestration and intoxicating rhythms, largely learned from Respighi’'s teacher
Rimsky-Korsakov, but also derived from personal study of the scores of Richard
Strauss, Debussy and Stravinsky.

Rome, the “Eternal City,” was a “natural” for a musician of Respighi’s anti-
quarian inclinations, a city steeped in history, studded with monuments and stat-
ues, richly endowed with great art and architecture.

In The Pines of Rome, Respighi does not so much attempt to portray nature,
but rather uses landscapes with pines in and around Rome as points of departure
to conjure up visions and reminiscences of the great city. “The century-old trees
which so characteristically dominate the Roman landscape become witnesses to
the principal events in Roman life,” wrote the composer. The first performance was
given in Rome with the Augusteo Orchestra. Bernardino Molinari led the orchestra
on December 14, 1924.

In the score published by Ricordi, Respighi wrote a description for each of the
four sections, which are played without pause. Freely adapted and expanded, the
text runs as follows:

I. The Pines of the Villa Borghese — Children are at play in the pine grove of
the Villa Borghese, dancing the Italian equivalent of “Ring around a Rosy” ; they
mimic marching soldiers and battles; they chatter like excited swallows at evening,
then swarm away. Triangle, bells, celesta, piano and harp contribute to the shim-
mering brilliance. Suddenly the scene changes to

II. Pines Near a Catacomb — We see the shadows of the pines, which crown
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the entrance to a catacomb. From the depths rises a mournful chant (low horns)
which floats through the air like a solemn hymn, then slowly and mysteriously dies
away. The liturgical connection is relevant when we recall that the early Christians
used the catacombs as safe places of worship when their sect was banned.

[II. The Pines of the Janiculum — A slight tremor disturbs the night air. The
full moon reveals the profile of the pines on the Janiculum, a hillside park near the
Vatican. A nightingale is singing. The use of the recorded birdsong represents the
first time a well-known composer employed modern recording playback techniques
within a musical work. In a magazine article of 1925, Respighi stated: “I do not
believe in sensational effects for their own sake. ... I simply realized that no combi-
nation of wind instruments could quite simulate the real bird’s song. Not even a
coloratura soprano could have produced an effect other than artificial. So I used
the phonograph.”

IV. The Pines of the Appian Way — Misty dawn over the Appian Way, the
ancient highway extending 560 kilometers from modern Brindisi to Rome. A magi-
cal countryside guarded by solitary pines. The indistinct, incessant rhythm of muf-
fled footsteps. In the poet’s mind appears a vision of past glories: In the grandeur
of the rising sun, an army advances inexorably on the Capitoline Hill to the accom-
paniment of brass fanfares. Among the many notable orchestral features in The
Pines of Rome is the use of six buccinas (ancient Roman war trumpets) for the fan-
fares in the final movement. Allowing that such exotica may not be available
today, Respighi indicated in the score that these parts could be played on modern
bugles or other instruments instead. The buccinas enter in pairs, adding their colors
and strength to the orchestral mass that grows to a deafening roar of sound in a fit-
ting accolade to “Rome the Eternal.”

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations
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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