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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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Subscription Concert No.1012 B Series
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Wed. 4 December 2024, 19:00 at Suntory Hall
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Subscription Concert No.1013 A Series
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20242 1 285800 19:00882

Thu. 5 December 2024, 19:00 at Tokyo Bunka Kaikan

EE @ j(@%ﬂ]j: Kazushi ONO, Conductor
FrO @ B #8 vu IO, Violoncello
VY- RY— @ KEFESDL Tatsuya YABE, Concertmaster

INARY  FIORERE 1T /\EF Hob. b: 1 @4%)

Haydn: Cello Concerto No.1 in C major, Hob. VI b: 1

I Moderato
I Adagio
I Finale: Allegro molto

A28 / Intermission (20 %3)

aRY A—"T 1 F LS 8 F /\5G5H op.65 ©60%)
Shostakovich: Symphony No.8 in C minor, op.65

[ Adagio - Allegro non troppo
I Allegretto

I Allegro non troppo

IV Largo

V Allegretto
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Yu ITO

Violoncello
Principal Violoncello of TMSO
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Yu Ito was born in lkoma City, Nara. He won the 1st prize at the 77th Music Competition
of Japan. As a member of Aoi Trio, he won the 1st prize at the 67th Internationaler
Musikwettbewerb der ARD. Ito graduated from Tokyo University of the Arts, and
obtained Master’'s degree at the same university. He studied at Universitat Mozarteum
Salzburg and Hochschule fur Musik und Theater Minchen. Ito has participated in festivals
including Takefu International Music Festival, Kitakyusyu International Music Festival,
Miyazaki International Music Festival, and Spring Festival in Tokyo. He has performed
with orchestras such as Sapporo Symphony, Nagoya Philharmonic, and Kansai Philhar-
monic, among others. Ito is a member of Aoi Trio, Stella Trio, La Luce String Octet, and
Kioi Hall Chamber Orchestra Tokyo. He is a part-time trainer at Tokyo University of the
Arts. He has been principal violoncello of Tokyo Metropolitan Symphony Orchestra since
August 2022.
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Program notes by Robert Markow

Haydn:
Cello Concerto No.1 in C major, Hob.VIb: 1

I Moderato
I Adagio
Il Finale: Allegro molto

Franz Joseph Haydn: Born in Rohrau, Austria, March 31, 1732; died in Vienna, May
31, 1809

The thrill of discovering a long-lost work by a famous composer resides in the
heart of every musical scholar. Imagine then the exultant joy of one Oldfich
Pulkert, a young Czech scholar and archivist at the Czech National Library in
Prague, when he unearthed in 1961 a cello concerto by Haydn, a work whose exis-
tence was never in doubt, but which had completely disappeared for two hundred
years.

Pulkert’s great discovery came about as follows: In the years immediately fol-
lowing World War 1I, the Czech National Library acquired many of the great pri-
vate collections in the country. It took years to examine and catalogue these collec-
tions. In one of them, formerly in the possession of Counts Kolovrat-Krakovsky, lay
the music for a cello concerto in C major by Haydn. Although it was a copy of the
parts (not an original manuscript score), there was no question of authenticity.
Haydn himself had entered the principal themes of each movement into his own
catalogue of compositions, so scholars were well aware that the concerto had been
written. The question was, did it still exist, and if so, where? It took Pulkert only a
momentary glance to ascertain that he had made a tremendously important discov-
ery, for the themes matched those in Haydn’s catalogue. The concerto was given
its first modern performance in Prague on May 19, 1962, with Milos S&dlo as soloist
and Charles Mackerras conducting the Czechoslovak Radio Symphony Orchestra.

This then, is Haydn’s “other” cello concerto, a worthy companion to his well-
known Concerto in D major written years later and long one of the most popular in
the repertory. Stylistic characteristics of the C-major concerto date it to the early
1760s, when Haydn was just beginning his long residency with the Eszterhdzy fam-
ily as court composer, conductor and general musical servant. It was undoubtedly
written for, and first played by, the court’s resident cellist, Joseph Franz Weigl, who
also became a close friend of Haydn. The first movement gives a backwards nod to
the Baroque period, which had only recently faded away, in its regular alternation
of distinctly orchestral and soloistic passages. The central slow movement exploits
the rapt lyricism of which the cello is capable. The finale is unabashedly virtuosic,
and brings the concerto to a thrilling close. The music is idiomatically written
throughout for the solo cello, and is fully representative of the assertive, healthy,
self-confidence we associate with this composer.
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Shostakovich:
Symphony No.8 in C minor, op.65

I Adagio - Allegro non troppo
II Allegretto

Il Allegro non troppo

IV Largo

V Allegretto

Dmitri Shostakovich: Born in St. Petersburg, September 25, 1906; died in Moscow,
August 9, 1975

In June of 1941, Hitler's army penetrated the Russian border and headed for
Leningrad, determined to bring the city to its knees. It arrived on August 29 and
began bombing. In response to this trauma, which lasted for months, Shostakovich
wrote his Seventh Symphony, subtitled “Leningrad.” It spoke to Russians and Allies
everywhere in their struggle against the German menace, and it quickly became an
instantaneous symbol of courage, defiance, heroism and projected victory, both in
Russia and in the United States.

Two years later, the end of the war was nowhere in sight. Misery, destruction
and devastation existed on a scale hitherto unknown. Now Shostakovich was
moved to write another symphonic commentary on the war, this one entirely differ-
ent from the Leningrad Symphony. The Eighth Symphony speaks throughout of
tragedy, of the horrors of war, of the bitter suffering that comes in its wake, of pain,
pessimism and resignation. It yearns not for an exultant victory but for a quiet
peace. At about sixty minutes in length, this symphony is still not quite as long as
the Seventh, but in its profundity, expressive intensity, emotional depth and epic
breadth, it far surpasses its predecessor. The first public orchestral performance
was given in Moscow on November 4 by the State Symphony Orchestra conducted
by Yevgeny Mravinsky, to whom the score is dedicated.

The first movement, a vast Adagio, is nearly equal in length to the remaining
four combined. Three main musical subjects hold the huge structure together. The
first of these is a “call to attention,” the peremptory, agitated gesture announced in
the opening bars by cellos and basses, and answered by violins and violas. Both
the rhythmic and melodic aspects of this theme will have far-reaching ramifica-
tions, not just on the span of the 25-minute movement, but on the entire symphony
as well. The second main idea is one of those long, austere themes the composer
was famous for, a theme of uncompromising loneliness, forbidding greyness, seem-
ingly frozen in time. Firmly anchored in the key of C minor, violins softly spin out
their line sul tasto (bowing over the fingerboard of the instrument so as to produce
a pale, wan sound). Though the music is uniformly quiet and subdued, there is a
terrible sense of fear in the air. Also of a greyish cast and played by the violins is
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the third theme (in E minor), a soft lament sung over a gently throbbing accompa-
niment from the remainder of the string body.

The climax of the movement arrives with spellbinding effect. Monstrous, blar-
ing chords for the full orchestra playing fortississimo against the roar and rumble
of the entire percussion section. Suddenly the terror passes, leaving in its wake a
desolate landscape of pain and anguish. The English horn begins an infinitely long,
compassionate song of lamentation and bereavement. The movement moves
steadily towards a quiet close, brooding Hamlet-like, interrupted only briefly by one
last flare-up from the brass as a reminder that peace has yet to be won.

The second movement is a brutal musical representation of the crushing,
annihilating effect of war. Shrill sounds, vulgar effects, and crassly heavy orchestra-
tion all contribute to the effect of a warlike march.

If the second movement evoked the specter of war, the third brings it directly
into our presence, in some of the most hellish music ever conceived. Violas set up
an ostinato pattern of four equal notes per measure, a pattern that will continue
relentlessly for over five hundred measures until the movement ends, six terrifying
minutes later. There are no themes here — just the merciless rhythms of the war
machine at work.

The emotional linchpin of the entire symphony arrives without pause at the
beginning of the fourth movement, where the war machine is suddenly halted in its
tracks, confronted by a force even greater than itself. The life is crushed out of it in
what can only be described as the musical equivalent of seismic upheavals. The
noise and frenzy quickly subside, and the music settles into a grave passacaglia.
Eleven times in succession, cellos and basses play a mournful, nine-bar theme.
Over the passacaglia theme various commentaries are played out above it.

The final movement arrives, again without pause, in a moment of pure magic
— a softly intoned, sustained C major triad in the clarinets, a gesture of harmonic
stability we have not yet encountered in this symphony, and giving “the sense of
being lifted into clear air” (Hugh Ottaway). Tentatively at first, then with more res-
olution, the solo bassoon takes up the musical thread and sets off on a meandering
theme that will become the basis for a set of variations, each for a different instru-
ment or instrumental group: first to the violins, then flute, then cellos, etc.
Additional themes are introduced as well, and towards the end intrudes a final
reminder of the nightmare that now passes, hopefully, for the last time.

For a profile of Robert Markow, see page 27.
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Honorary Conductor for Life
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste
Berlin. After winning the 1st prize at Karajan International Conducting Competition in
1973, he has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Sym-
phonieorchester des Bayerischen Rundfunks, Orchestre philharmonique de Radio France,
Chicago Symphony, Boston Symphony, and Orchestre symphonique de Montréal, among
others. Currently, he serves as Honorary Conductor for Life of TMSO, Honorary Music
Director for Life of Kyushu Symphony, Honorary Music Director of Nagoya Philharmonic,
and Special Guest Conductor of Kanagawa Philharmonic.
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TMSO Special “Beethoven’s 9th”
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Tue. 24 December 2024, 14:00 at Tokyo Bunka Kaikan
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Wed. 25 December 2024, 19:00 at Tokyo Bunka Kaikan
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Thu. 26 December 2024, 19:00 at Suntory Hal

51 @ /J \%ﬂj*\/ﬁ\ Kazuhiro KOIZUMI, Conductor
VIS @ LEH%WL Miho SAKODA, Soprano
XIS/ @ IJ_I—F@%”\ Hiroka YAMASHITA, Mezzo-Soprano
7/=)U @ TERFIE Kazuma KUDO, Tenor
NURY @ St £ Hibiki IKEUCHI, Baritone
GIE @ %ﬁlif%ﬂi%éﬂg New National Theatre Chorus, Chorus
GISIEE @ BFISF Kyohei TOMIHIRA, Chorus Master
VG- R9— @ | UAKE Tomoshige YAMAMOTO, Concertmaster

N—h—TJ 1 ZEMEIERE 45958 op125(BIERT) 659

Beethoven: Symphony No.9 in D minor, op.125, “Choral”

[ Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai
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Soprano
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Miho Sakoda graduated from Tokyo University of the Arts. She won the 2nd prize at the
13th Tokyo Music Competition, and reached the finals at the 86th Music Competition of
Japan. Sakoda has appeared as the title role in Madama Butterfly, La Contessa in Le noz-

ze di Figaro, Fiordiligi in Cosi fan tutte, and Mimi in La Boheme, among others. She is a
member of Fujiwara Opera.
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Mezzo-Soprano
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Hiroka Yamashita completed undergraduate and graduate studies at Tokyo University of
the Arts, and has completed all required credits for the doctoral program. She won the
1st prize at Music Competition of Japan in 2023. Yamashita appeared in operas includ-

ing Hédnsel und Gretel, | Capuleti e i Montecchi, Il Barbiere di Siviglia, Nabucco, La
Cenerentola, and Madame Butterfly. She is a member of Japan Vocalists Forum.
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Kazuma KUDO

Tenor
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Kazuma Kudo graduated from Tokyo University of the Arts and obtained Master’s degree
at the same university. He won the 2nd prize (top place) at the 17th Tokyo Music Com-
petition and the 3rd prize at the 3rd Concorso Lirico Internazionale Giuditta Pasta in Italy.

Kudo has appeared as Cavaradossi in Tosca, Ismaele in Nabucco, Grigoriy Otrepyev
(False Dmitry) in Boris Godunov, Rodolfo in La Bohéme, among others.

Hibiki IKEUCHI

Baritone
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Hibiki Ikeuchi graduated from Tokyo University of the Arts and obtained Master’s degree
at the same university. He moved to Milan in 2017 and won the 1st prize at the Salvatore

Licitra Singing Competition in 2019. Ikeuchi made his European debut in 2019 as Marcel-
lo in La Bohéme in Italy. He won the 1st prize at the Tokyo Music Competition in 2022.
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New National Theatre, Tokyo, opened in October 1997 as the only national theatre for
the modern performing arts of opera, ballet, contemporary dance, and play. Meanwhile,
New National Theatre Chorus started its career and has played a central role in many
opera performances all through the seasons. Their ensemble ability and rich voices have

achieved acclaim from co-starred singers, conductors, directors, stage staffs as well as
domestic and foreign media.

Kyohei TOMIHIRA

Chorus Master

EFERE
BlsiEE

RRBMAZEE, EEZ5EE. BPRA. J\BHFRECDEKXICEE. INFTIC

BHE FRYT - T« BRI« REREZEE, AR5 TRIEILAS. RR
"R, BRFEIDGEDNETEIEES. GIBEEEREZHHTND, 2019F48
NoMEN RIS GIEEEE,
Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orches-
tras such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Phitlharmonic, and Tokyo
Symphony. He also serves as Associate Conductor and Chorus Master in opera perfor-
mances of New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation, and The Fuji-
wara Opera. He is a Chorus Master of New National Theatre, Tokyo.
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Program notes by Robert Markow

Beethoven:
Symphony No.9 in D minor, op.125, “Choral”

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

Il Adagio molto e cantabile

IV Presto - Allegro assai

Ludwig van Beethoven: Born in Bonn, December 17, 1770; died in Vienna, March
26, 1827

In its grandeur, elemental power, cosmic scope and affirmation of the univer-
sal human spirit, Beethoven’s Ninth (THE Ninth) embraces a world of emotional
expression ranging from deep pathos to exultant joy, from demonic fury to seraphic
tranquility, from motoric energy to beatific stasis. The span of this seventy-minute
work seems to depict a vast structure forming “before our ears” - its opening
moments as coming “out of the void,” as a former Cleveland Orchestra annotator,
Klaus G. Roy, put it. “Fragments begin to cohere; thematic atoms and molecules
form larger structures. To most listeners, the same sense of awe, wonder and mys-
tery that accompanies contemplation of the starry night applies to the Ninth.”

Twelve years separated the completion of Beethoven’s final symphony from
the Eighth (1812). Ideas, sketches and fragments had coalesced over a period of
many years, but work commenced in earnest only in 1822. The symphony was fin-
ished in early 1824, and the premiere took place on May 7 of that year. Having
decided to incorporate Schiller’s ode “An die Freude” into his Ninth Symphony,
Beethoven struggled greatly to find the proper way to introduce the vocal element
into an otherwise purely instrumental symphony. His solution consisted of an
instrumental introduction in which brief references to the three previous move-
ments are peremptorily rejected by a recitative-like passage for cellos and basses.
This “recitative” presents the musical material for the first vocal entry (bass), which
proclaims, “Oh friends, not these tones! Let us sing of more pleasant and joyful
things,” whereupon the famous theme, formerly played by the orchestra, is now
sung ( “Freude, schoner Gotterfunken” ). This theme, of almost naive simplicity,
caused Beethoven no end of difficulty. Dozens of variants are found in his
Sketchbooks, leading to the final, perfected form he retained.

The symphony’s opening is one of the most famous in the repertory. Barely a
moment is required for the listener to recognize that mood of hushed expectancy,
created by the sound of stark fifths in the horns, the strange rustling in the lower
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strings, and the violins’ thematic fragments that soon coalesce into a mighty unison
outburst for the full orchestra. Though laid out in sonata form (exposition — devel-
opment — recapitulation — coda), the movement contains a wealth of thematic
ideas, and is far too complex to discuss in terms of the traditional contrasting first
and second themes. The principle of continuous growth pervades instead, with
much of the musical material distinguished by its rhythmic rather than melodic
interest. The development section involves a lengthy working out of the principal
theme (the initial unison outburst). The approach of the recapitulation is signaled
by two immense, terrifying statements of the principal theme in D major over rum-
bling timpani. Leo Treitler writes of the “horrifying brightness that the major mode
can have. It is, all in all, the shock of being now pulled into the opening with great
force, instead of having it wash over us.” The movement ends with an apocalyptic
vision.

For the first and only time, Beethoven precedes the slow movement of a sym-
phony with the Scherzo, a plan Bruckner was to follow seventy years later in his
own Ninth (also in D minor). As music of relentless, driving power, the Scherzo is
unsurpassed. This huge structure consists of a sonata-form Scherzo with two
important themes. But like the first movement, this is anything but a conventional
sonata form. The rhythmic pattern hammered out in the opening bars and its char-
acteristic octave drop pervade the fugally developed first theme, in addition to
becoming the accompaniment pattern to the robust and joyous second theme
heard in the unison woodwinds. The central Trio section brings much-needed relief
— a breath of fresh air and sunlight. Brighter colors, the major mode and more
transparent textures all serve to contrast the Trio with the demonic power of the
Scherzo, which is then repeated in full.

The Adagio movement, one of the most sublime ever written, stands in stark
contrast to the propulsive energy and forbidding grimness of the previous move-
ments. Two lyrical and well-contrasted themes of transcendent beauty are alter-
nately elaborated in a double variation form. A mood of quiet exaltation and pro-
found peace reigns by the closing pages, only to be shattered by one of the most
horrendous outbursts in all music.

After the finale’s long instrumental antecedent is finished, the movement
unfolds in free variation form. Beginning with the bass soloist’s first stanza, the
“Ode to Joy” moves through a series of highly varied treatments: twice for solo
vocal quartet (followed by choral response); a Turkish march featuring characteris-
tic “Turkish” instruments — triangle, bass drum, piccolo — with tenor solo; an elabo-
rate orchestral fugue answered by a mighty choral affirmation of the “Ode to Joy” ;
a stately new theme beginning with “Seid umschlungen, Millionen” (Andante maes-
toso), initially for male chorus and trombones, which in the following section
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(Allegro energico) combines with the “Ode to Joy” in a great double fugue; a spir-
ited vocal quartet introduced by skittering violins, and joined later by full chorus.
This leads to the famous cadenza for the soloists, where the operatic implications
of voices joining orchestra are fully exploited. Each soloist climbs to the top of his
or her range. In a final burst of frenzied joy, The Ninth ends in the realm of
Elysium, light years removed from the cares and toils of daily life.

Beethoven scholar Maynard Solomon, in an address in Detroit some years
ago, summed up the import of Beethoven’s Ninth in these words: “Beethoven’s life
and his art can be envisaged as a search for Elysium, for ‘one day of pure joy,” for
fraternal and familial harmony, as well as for a just and enlightened social order.
With the ‘Ode to Joy’ of the Ninth Symphony that search found its symbolic fulfill-
ment.

“Beethoven’s Ninth has been perceived by later generations as an unsurpass-
able model of affirmative culture, a culture which, by its beauty and idealism, some
believe, anesthetizes the anguish and the terror of modern life, thereby standing in
the way of a realistic perception of society -+ If we lose the dream of the Ninth
Symphony, there may remain no counterpoise against the engulfing terrors of civili-
zation, nothing to set against Auschwitz and Vietnam as a paradigm of humanity’s
potentialities.”

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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