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Karina Canellakis is Chief Conductor of Netherlands Radio Philharmonic and Principal
Guest Conductor of London Philharmonic. She has performed with orchestras including
Royal Concertgebouw Orchestra, Sachsische Staatskapelle Dresden, Symphonieorchester
des Bayerischen Rundfunks, Orchestre de Paris, New York Philharmonic, Chicago Sym-
phony, Boston Symphony, Cleveland Orchestra, and Philadelphia Orchestra. Canellakis
was Principal Guest Conductor of Rundfunk-Sinfonieorchester Berlin and a featured Artist-
in-Residence at Wiener Musikverein. She has conducted a wide range of the opera canon
including Eugene Onegin, Don Giovanni, Die Zauberflbte, Le nozze di Figaro, Dialogues
des Carmélites, The Cunning Little Vixen, Siegfried, and Der Rosenkavalier.
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151 @ HNU—TF /32 5F R Karina CANELLAKIS, Conductor
7/ @ PUR=HE-Z W Alice sara OTT, Piano
JVH—hIR9— @ KB 52 Akira MIZUTANI, Concertmaster
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Ravel: Piano Concerto in G major
[ Allegramente

I Adagio assai
Il Presto
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Mahler: Symphony No.1 in D major

[ Langsam. Schleppend. - Immer sehr gemachlich
I Kraftig bewegt, doch nicht zu schnell

Il Feierlich und gemessen, ohne zu schleppen

IV StUrmisch bewegt
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Alice Sara OTT
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Alice Sara Ott is one of today’s most forward-thinking classical musicians, celebrated for
her visionary projects, globally successful albums, and collaborations with leading
orchestras and conductors. A Deutsche Grammophon artist for over 15 years, her
recordings have reached over 500 million streams. Meanwhile, Ott’s pioneering recital
tours redefine classical music for the modern era, making her one of the most influential
artists of her generation. In the 2024/25 season, Ott will perform with London Symphony
and Gianandrea Noseda, Symphonieorchester des Bayerischen Rundfunks and Karina
Canellakis, and give multiple premieres of Bryce Dessner’s Piano Concerto, written for
her. As Artist in Residence at TivoliVredenburg, she brings her versatile artistry to the
Netherlands, building on recent residencies at London’s Southbank Centre and Radio
France in Paris during 2023/24. She also releases two new Deutsche Grammophon
albums in 2025: The Complete Nocturnes of John Field, accompanied by a major Euro-
pean tour, and a recording of Johann Jéhannsson's evocative piano works, captured in
Iceland.
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Program notes by Robert Markow

Ravel:
Piano Concerto in G major

I Allegramente
I Adagio assai
I Presto

Maurice Ravel: Born in Ciboure, Pyrénées-Atlantiques, France, March 7, 1875; died
in Paris, December 28, 1937

Ravel toyed with writing a piano concerto as early as 1906, according to one
source, and again in 1914, but the actual composition of what became the Piano
Concerto in G was undertaken between 1929 and 1931, interspersed with work on
the Concerto for Left Hand. The first performance was given in Paris by the
Lamoureux Orchestra on January 14, 1932. Ravel had originally intended to play
the piano part himself, but because of declining health, he granted the solo role to
the concerto’s dedicatee, Marguerite Long, while he conducted. Ravel and Long
then set out on a twenty-city tour of Europe with the concerto; Long recorded it as
well, with the Portuguese conductor Pedro de Freitas-Branco.

A number of elements combine to influence the style and form of the
Concerto. Music of the Basques is immediately evident in the opening bars, for
instance, where the exuberant piccolo theme bears strong relation to the folksong
style of the Basques. The second theme, played first by the piano, suggests the
influence of neighboring Spain. Ravel had spent much time in the Basque country
during the summer and autumn of 1929, when he began to write the Concerto.
Ravel’s Basque hometown of Ciboure (a tiny seacoast town on the Bay of Biscay
where France and Spain meet) honored him the following year, strengthening the
composer’s ties to his homeland.

The jazz influence is even more pronounced, stemming from Ravel’s tour
throughout the United States in 1928. He visited the jazz clubs of New Orleans and
Harlem, and no doubt heard, among others, Paul Whiteman’s orchestra. With
George Gershwin he struck up a mutually admiring friendship. The influence of
Gershwin’s Piano Concerto in F can be felt in Ravel’s Concerto, especially in the
first movement with its “blue” notes, jazz harmonies, and rhythms.

Ravel professed that “the music of a concerto should, in my opinion, be light-
hearted and brilliant, and not aim at profundity or at dramatic effects.” In this
respect his Concerto in G succeeds splendidly, and Ravel liked to refer to it as a
divertissement de luxe.

7/4 B Series & 7/5 Special

11



12

7/4 B Series 7/5 Special

Mahler:
Symphony No.1 in D major

I Langsam. Schleppend - Immer sehr gemachlich
(Slow. Dragging. - Always very easygoing)

I Kraftig bewegt, doch nicht zu schnell
(With vigorous movement, yet not too fast)

Il Feierlich und gemessen, ohne zu schleppen
(Solemn and measured without dragging)

IV Stiirmisch bewegt
(Stormily)

Gustav Mahler: Born in Kalischt, Bohemia, July 7, 1860; died in Vienna, May 18,
1911

Mahler began work on this gigantic symphony, nearly an hour in length, in
1884 or 1885 and completed it in 1888. The first performance was given by the
Budapest Philharmonic on November 20, 1889 with the composer conducting. In
1893 Mabhler attached the title “Titan,” after a novel by Jean Paul. It is universally
recognized as one of the greatest First Symphonies ever composed, yet little-known
is the fact that it was preceded by four juvenilia symphonies, the manuscripts of
which were purportedly seen by the great Mahler conductor Willem Mengelberg in
Dresden during the 1940s. No trace of them has been found since (presumably
they were destroyed in the air raids of 1945) — a great loss that has deprived us of
observing the path Mahler took to his boldly original First Symphony.

Among the innovations one can point to in this symphony are the largest
assemblage of orchestral musicians hitherto required in a symphony, and the incor-
poration of café, pop, and gypsy music into the third movement. The evocation of
nature in a symphony had been realized before (notably in Beethoven’s Pastoral
Symphony and in Berlioz’ Symphonie fantastique), but nowhere else are the very
sounds of nature so pervasively and integrally bound up with the symphonic
thought than in the first movement of Mahler’s First.

Its opening moments are unforgettable — that sustained, distant sound of
strings spread across a six-octave range vividly suggests the mystery and peace of
the night, into which are interjected cuckoo calls, far-off fanfares and fragments of
still-unformed melodies. The mood of the lengthy slow introduction is finally dis-
pelled by a sprightly theme first heard in the cellos, followed by another lusty, out-
doorsy theme in the violins. The music grows in fervor and intensity, culminating in
a mighty outburst from the entire orchestra. The release of enormous, pent-up
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energy is crowned by three great whoops from the horn section, and the movement
continues on its merry way to its conclusion.

The robust scherzo movement is notable for its heavy rhythmic impulses
derived from the Lédndler, a rural Austrian dance. Special effects here include the
use of the woodwind section en masse (often up to 12 players) in featured roles,
breathtaking fanfares from the horns and trumpets, and signals from the “stopped”
horns with their bells raised ( “stopped” here meaning the players’ right hands are
pushed deep into the bells, choking off the sound). A charming Trio, introduced by
a poetic horn call, provides gentle contrast.

The third movement opens with a sinister, minor-key variant of the popular
French folksong “Frére Jacques” ( “Bruder Martin” in German-speaking lands). The
original title of “Funeral March” refers to Mahler’s parodistic portrayal in sound of a
mock funeral procession, depicted in a book of Austrian fairy-tales. Beasts of the
forest accompany a dead woodsman’s coffin to his grave. The use of a double bass
instead of a cello to begin the “Frere Jacques” tune adds a touch of the grotesque.
The tune is used as a canon or round, with additional instruments taking up the
tune in turn (bassoon, cellos, tuba, etc.) without waiting for the previous one to fin-
ish.

After this material has run its course, we hear a new, sentimental theme in the
oboes, this one also bearing a counter-theme, now in the trumpets. Suddenly the
sounds of a country fair intrude, music of a gypsy band with its corny melodies and
relentless “um-pah” accompaniment. And then, as if from another world, Mahler
offers an interlude of quiet repose — almost a dream sequence — in music of sub-
lime beauty and gossamer textures. Eventually the mournful “Frére Jacques” music
returns and the movement slowly recedes into the furthermost reaches of audibility.

Anyone who has dozed off to the third movement’s funereal tread will be
instantly and rudely shocked back to his senses with the hellish outburst that opens
the finale, one of the most frightening passages in all music. Strings swirl and rage,
woodwinds in their highest registers scream in anguish, brass proclaim terrifying
fanfares, and percussion evoke the din of battle and cataclysmic conflicts. When
the torrent of notes finally subsides, strings sing a consoling, infinitely tender and
yearning song. The violent conflicts return, but this time they result in heroic proc-
lamations from the brass. However, victory and fulfillment are not quite yet
achieved. In another long, generally quiet passage, the music slowly gathers
momentum, ultimately reaching a towering climax for which Mahler instructs all the
horns (plus extra trumpets and trombones, if available) to stand while they deliver
fanfares from within an orchestra gleaming in a thousand dazzling, spectacular col-
ors.

For a profile of Robert Markow, see page 33.
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Since his debut with NHK Symphony at the age of 22, Naoto Otomo has led the highly
competitive music scene of Japan. He currently serves as Honorary Guest Conductor at
Tokyo Symphony, Conductor Laureate of Kyoto Symphony, Music Director at Ryukyu
Symphony (Okinawa), Artistic Director of Takasaki City Theatre, and Music Adviser at
Seto Philharmonic, and previously held the posts of Principal Conductor/Music Director
at Japan Philharmonic, Tokyo, Kyoto and Gunma Symphony Orchestras and Osaka Phil-
harmonic. Otomo has appeared repeatedly with Royal Stockholm Philharmonic, National
Symphony Orchestra of Romania, Indianapolis Symphony, and Hawaii Symphony. Well-
known for his wide repertoire ranging from classical to contemporary works, Otomo has
premiered numerous new works, conducting especially the first performances in Japan of
several pieces by James MacMillan and the opera A Flowering Tree by John Adams.
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Sun. 13 July 2025, 14:00 at J:COM Hall Hachioji

512 @ KREN Naoto OTOMO, Conductor
714U @ IREREE Mone HATTORI, Violin
IV~ — @ LUAKRE Tomoshige YAMAMOTO, Concertmaster
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Tchaikovsky: Polonaise from “Eugene Onegin”

=0 —2 I AU /538 058 op.61 )

Saint-Saéns: Violin Concerto No.3 in B minor, op.61

I Allegro non troppo
I Andantino quasi allegretto
I Molto moderato e maestoso - Allegro non troppo

{KE8 / Intermission (20 %)
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Tchaikovsky: Symphony No.5 in E minor, op.64

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

Il Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace
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Moné HATTORI

Violin
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TV A—VEEBRIVT—I. SOV EIATEE T rAZF U - AT —IU IZF
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IAVEBRIVI—ILTIT IV TUESE, UEBCBERIVI—ILTI S UL
OFE, 2011ELIAIUTP TOUY A 9 )L ERYIICERNN CESEEEIRD D, &
NETICOVF . AA A, RAVBETRBEZITV. EANTIIERE, N&, FE, BRI«
. BE, BARIAIREESTE,

2016fFE(CHFURCD [YaRIda—Id«F Iy AU VIREMSEIE, JvIAT:
HILAVEIRBER] (avexP 5w R) & L O—REM] THEIER(ICRZE,. BULsHE%E
Zife, FAHKEESSTEE. S8BFE. PUTVIRRSEE. REE_SEXE. KT
WF—0S55EE, BAERE, TIVAY PoO0—5 PU—RERE,
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Moné Hattori was born in 1999. In 2009, she won the first prize at the Lipinski-Wien-
iawski International Violin Competition in Poland. She made her grand debut at the age
of 11 with a recital in Milan and began performing in Russia and Europe. In 2013, Hattori
won the Grand Prix at the Young Virtuoso International Competition. That same year, at
the Novosibirsk International Violin Competition, she advanced to the senior division at
just 13 years old and won the Grand Prix. In 2015, she won the Grand Prix at the Boris
Goldstein International Competition. Hattori has performed with orchestras including
Tokyo Metropolitan Symphony, NHK Symphony, Yomiuri Nippon Symphony, Tokyo Phil-
harmonic, Tokyo Symphony, and Japan Philharmonic. She completed Graduate School of
Music, Toho Gakuen. She plays a Guarneri del Gesu violin on special loan from Nippon
Violin.
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Program notes by Robert Markow

Tchaikovsky:
Polonaise from “Eugene Onegin”

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St. Petersburg,
November 6, 1893

Eugene Onegin, set to a narrative poem by Pushkin, is the fifth of
Tchaikovsky’s ten complete operas, and remains his best known by a good margin.
It received its first professional production in Moscow on January 23, 1881 (a stu-
dent production had been given two years earlier). Seldom have art and life been
so closely mirrored as in this work; it is virtually a page from the composer’s own
biography, a story of thwarted love, isolation, disappointment and the powerful
expression of deep emotions.

Though most of the story takes place on a personal, intimate level, the
Polonaise is set amidst the splendor of a grand ballroom in the residence of the
wealthy Prince Gremin in St. Petersburg. The scene is awash in glittering chande-
liers, elegant gowns, fashionable guests and stirring dance music, among which is
the justly famed Polonaise. Franz Liszt (inevitably, one is tempted to add) made a
piano transcription of this brilliant piece. The Polonaise also maintains a place as
an independent number in the orchestral repertory. It introduces the opera’s third
and final act. As it is a substantial number and requires no voices, it transfers well
to the concert hall as a splendid example of Tchaikovsky’s mastery of orchestral
writing in dance music.

Saint-5aéns:
Violin Concerto No.3 in B minor, op.61

I Allegro non troppo

II Andantino quasi allegretto
Il Molto moderato e maestoso - Allegro non troppo

Saint-Saéns: Bomn in Paris, October 9, 1835; died in Algiers, December 16, 1921

It is common knowledge that Mozart was a child prodigy, but few people
realize that Saint-Saéns was every bit Mozart’s equal and then some in this respect.
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At the age of three he was playing tunes on the piano; at five he was reading full
orchestral scores; at ten he gave his piano debut recital. On and on go the astound-
ing statistics. He composed prolifically and easily, with more than three hundred
compositions to his credit. His exceptionally long life (1835-1921) stretched across
several generations of composers. (How many other men could claim to have per-
sonally known both Berlioz and Stravinsky?) He had perfect pitch and perfect
memory, could sightread anything, wrote lively criticism, dazzled audiences at the
piano and the organ, and allied himself with progressive composers like Wagner
and Liszt, at least at the beginning of his career. In 1908 Saint-Saéns became the
first famous composer to write music specifically for a film (L’Assassinat du Duc de
Guise). In addition to music, Saint-Saéns could claim expertise in archeology,
astronomy, botany, geology, lepidopterology (moths and butterflies), mathematics,
philosophy and poetry. Quite a man, this Saint-Saéns!

Saint-Saéns excelled in a specific style, and he did it supremely well. A sense
of effortlessness and natural facility pervades his music. He composed “as naturally
as a tree produces apples,” to quote the man himself. His catalogue includes eight
compositions for solo violin and orchestra: five brief showpieces (including the
well-known Havanaise) and three concertos.

The B-minor concerto is so idiomatically written for the soloist and displays
such an easy fluency that it is almost certain that the composer incorporated
advice from the great Spanish violinist Pablo de Sarasate (1844-1908), who gave
the first performance on October 15, 1880 in Hamburg. Among the more notable of
the many felicitous moments in the work, one can point to the opening theme
played by the soloist in the violin’s low range, where its tone is at its richest and
most expressive; the spectacular series of arpeggios that close the movement and
take the soloist ever higher into the stratosphere; the elegant and languid barcarole
tune sung by the soloist in the slow movement (“like the echo of a song wafted
across the expanse of a peaceful lake from a little boat drifting idly, with its freight
of youth, toward the setting sun,” in the words of the English biographer Watson
Lyle); the haunting effect at the end of the movement where the violin plays slow
arpeggios in harmonics two and three octaves above a clarinet in its chalumeau
(low) register; the dramatic recitative for violin and orchestra that opens the finale;
the movement’s wide-ranging catchy, impeccably written principal theme in the
gypsy style; and the soloist’s varied developments of the chorale-like theme that is
first presented by the orchestra’s full violin section.
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Tchaikovsky:
Symphony No.5 in E minor, op.64

I Andante - Allegro con anima

II Andante cantabile con alcuna licenza

Il Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace

The late 1870s were traumatic years for Tchaikovsky. It was then that he
became involved with a neurotic young music student named Antonina Milyukova,
made the disastrous mistake of marrying her, attempted suicide, entered into that
extraordinary epistolary relationship with his benefactress Nadezhda von Meck,
struggled with highly-charged fears over his homosexuality, and created his fate-
laden Fourth Symphony. The years following were a period of recovery from this
stressed existence, and the period between the Fourth and Fifth Symphonies consti-
tuted a longer interval between symphonies than any other in his canon of such
works — over a decade.

It was only in May of 1888 that Tchaikovsky again set out on a symphonic
journey, albeit tentatively. But thereafter, work progressed with amazing rapidity. In
just six weeks, he had written the short score, by late August it was completely
orchestrated, and the first performance took place on November 17 in St.
Petersburg, conducted by the composer.

The motto invariably described as the “Fate” motif is heard in the symphony’s
opening bars in the somber tones of low clarinets. To an even greater extent than
in the Fourth Symphony, this “Fate” motto pervades the work. Twice it abrasively
intrudes in the slow movement; it makes a shadowy, menacing appearance near
the end of the Waltz; and it serves as the material that introduces and closes the
Finale in a mood of exultant joy.

The first movement is laid out in traditional sonata form, though with an
untraditional wealth of melodic ideas. Notable orchestral details abound, including
the lilting first theme of the Allegro section for clarinet and bassoon in octaves; the
horn quartet fanfares, which are at one time or another echoed by every wind
instrument of the orchestra, including the tuba; and the murky growls that bring the
movement to a close.

The second movement represents Tchaikovsky at the peak of his lyrical and
romantic fervor. It also contains one of the great glories of the solo horn repertory -
that long, long first theme of infinite yearning and nostalgia. The theme is marked
dolce con molto espressione (sweetly, with great expression). Even more than in
the first movement, Tchaikovsky the melodist comes to the fore in both the number
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and richness of his themes, which take on a wide range of moods from tender con-
solation to the heights of passion. Felicitous contrapuntal treatment also provides
much interest in this movement, as in the intertwining of solo oboe and violins fol-
lowing the first return of the Fate motif.

The emotional peaks scaled in the first two movements are absent in the
third, an elegant waltz. Its tune is based on a song Tchaikovsky heard sung by a
boy in the streets of Florence. The central trio section enters the world of
Mendelssohnian deftness and elfin enchantment, a reminder of just how much
respect Tchaikovsky accorded his predecessor.

There can be little doubt that the finale portrays triumph over adversity. The
Fate motif is stated immediately in grand, ceremonial tones, now in the major
tonality. Analysts have criticized the “victory” as one too quickly and too easily
won to be convincing from the standpoint of musical argument. Perhaps they are
right, but that has not prevented countless listeners from responding enthusiastical-
ly to the pomp of this now-familiar theme in new colors, and to the thrilling Allegro
vivace that follows. Hammering (martellato) strings initiate the main body of the
movement, which seldom pauses for breath in its relentless drive to what is surely
the most deceptive pause in all music: audiences the world over have erupted into
spontaneous applause at the famous silence (poised on the dominant chord — B
major) that precedes the re-entry of the home key and the final, expansive procla-
mation of the symphony’s motto, now blazing triumphantly in E major.

For a profile of Robert Markow, see page 33.
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Alan Gilbert is Principal Guest Conductor of Tokyo Metropolitan Symphony, Principal
Conductor of NDR Elbphilharmonie Orchester, Music Director of Royal Swedish Opera,
and Conductor Laureate of Royal Stockholm Philharmonic. He was also Music Director of
New York Philharmonic between 2009 and 2017. Gilbert makes regular guest appear-
ances with orchestras including Berliner Philharmoniker, Royal Concertgebouw Orchestra,
Sachsische Staatskapelle Dresden, Gewandhausorchester Leipzig, Orchestre de Paris,
Cleveland Orchestra, Boston Symphony, and Philadelphia Orchestra. He has appeared at
Metropolitan Opera, LA Opera, Teatro alla Scala, Semperoper Dresden, and Opernhaus
Zdrich, among others.
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Fri. 18 July 2025, 14:00 at Suntory Hall
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Promenade Concert No.413
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Brahms. Symphony No.1 in C minor, op.68

I Un poco sostenuto - Allegro
I Andante sostenuto
I Un poco Allegretto e grazioso

V. Adagio - Piu Andante - Allegro non troppo, ma con brio

{KE& / Intermission (20 %3)
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Brahms: Symphony No.2 in D major, op.73

I Allegro non troppo
I Adagio non troppo
I Allegretto grazioso (Quasi Andantino)
IV Allegro con spirito
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Program notes by Robert Markow

Brahms:
Symphony No.1 in C minor, 0p.68

I Un poco sostenuto - Allegro

I Andante sostenuto

Il Un poco Allegretto e grazioso

IV Adagio - Piut andante - Allegro non troppo, ma con brio

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3, 1897

For Johannes Brahms, the symphony was the very apogee of orchestral music.
So great was the shadow cast over the nineteenth century by the mantle of
Beethoven’s symphonies that Brahms spent twenty years on his first work in this
genre. No other major symphonist had waited so long before offering his first sym-
phony. By the age of forty-three, when Brahms finally brought forth his C-minor
Symphony, Beethoven had written all but one of his nine; Schumann had written
all four of his; Mendelssohn, Schubert and Mozart were already in their graves; and
Haydn was up to No. 60 or so. But on the other hand, aside from Berlioz,
Schumann, Sibelius Mahler, and Elgar, it is difficult to think of another composer
whose first symphony is equal in stature to Brahms’s. After the first Viennese per-
formance of Brahms’s symphony, the critic Eduard Hanslick wrote that “seldom, if
ever, has the entire musical world awaited a composer’s first symphony with such
tense anticipation.”

Brahms’s cautious, humble, highly self-critical approach to composition is
well-known, but twenty years to bring forth a single symphony? His first attempt to
write such a work took place in 1853 at the age of twenty; this material became
diverted into the Piano Concerto No. 1 in D minor. At about the same time he
made sketches for another symphonic movement which eventually, in 1862, were
turned into the first movement Allegro of the symphony. More years passed.
Spurred perhaps by the success of his Haydn Variations in 1873, Brahms wrote the
remaining movements, and added the slow introduction to the opening Allegro.

For the world premiere on November 4, 1876, Brahms deliberately chose a
modest setting — “a little town that has a good friend, a good conductor and a
good orchestra.” The “little town” was Karlsruhe; the “good friend” and “good con-
ductor” was Otto Dessoff, conductor of the Vienna Philharmonic from 1860-1875.
The premiere and subsequent performances led by Brahms met with moderate suc-
cess, but the symphony had a long hard struggle, right into the twentieth century,
to gain public acceptance. It was considered too dense, turgid, dissonant, ungrate-
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ful to the ears, generally too formidable, lacking in melody and too generously
endowed with counterpoint. The difficult time this work had on its road to success
might be seen as a reflection of its musical outline — from opening struggle to con-
cluding triumph. The first mighty bars of the slow introduction (the only Brahms
symphony to open thus) herald a work of enormous scope, power, and impact.
Over a steady, thundering tread in the timpani and basses, two simultaneous lines
work their way forward: one upwards (violins and cellos) and one downwards
(woodwinds, horns, violas) — in a gesture that seems almost to be tearing apart the
musical fabric. Despite its fifteen-minute length, the entire movement is tightly-knit;
all thematic, and even transitional material of the Allegro is found in the slow
introduction, almost as if this passage had provided the movement’s molecular
building blocks.

The “demonic passion, wild energy, harsh defiance, and hard, cold, stony
grandeur” biographer Walter Niemann found in the first movement gives way to a
more relaxed, resigned, though still noble second movement. Here we find some of
Brahms’s most exquisite solo writing, which includes a serenely lyrical theme for
the oboe, followed a bit later by a plaintive narrative for the same instrument, and,
towards the end of the movement, the same lyrical theme for oboe, horn and violin
together in three different registers.

The third movement is a gracious Allegretto rather than a robust scherzo like
Beethoven would have written. The mood is intimate, the emotions relaxed, the
orchestral colors painted in pastels — all welcome qualities in anticipation of the
tremendous emotional struggle about to be unleashed in the finale.

In the fourth movement, as in the first, we again find an elaborate slow intro-
duction presaging all thematic material to follow. If the first movement was grand,
the last is grander still — the crown of the whole symphony. The wildly shifting
moods (shades of the introduction to the finale of Beethoven’s Ninth) are dispelled
by a glowing horn solo in C major, followed by a chorale theme in the trombones
(hitherto unused in the symphony!). The noble, march-like theme of the Allegro
has often been compared to that of the “Ode to Joy” tune. The epic drama that fol-
lows culminates in a return of the trombone chorale now blared forth by the full
orchestra. The symphony concludes in grandiose majesty. Glorious C major has tri-
umphed over tragic C minor.
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Brahms:
Symphony No.2 in D major, op.73

I Allegro non troppo
II Adagio non troppo
I Allegretto grazioso (Quasi Andantino)
IV Allegro con spirito

After the massiveness and severity of Brahms’s First Symphony, the idyllic,
pastoral Second, with its wealth of singable melodies, made a strong popular
appeal. Whereas Brahms had toiled for twenty years over his First Symphony, the
Second was written in the space of a mere three months during the summer of
1877 — one year before and in the same place (the Worthersee) as the Violin
Concerto. The warmly lyric and relaxed character, the gracefulness of the many
melodies, and a positive outlook are all attributable in some measure to the charms
of the south Austrian countryside. In its pastoral quality, many listeners find a par-
allel to Beethoven’s Sixth Symphony which, like Brahms’s Second, followed a grim,
darkly serious and heroic symphony in C minor.

Brahms completed the symphony at Lichtenthal near Baden-Baden in
October. The first performance was given by the Vienna Philharmonic, led by Hans
Richter, on December 30, 1877. Although the Viennese liked it, the symphony rode
a rocky course towards critical acceptance in other cities. One smiles in amusement
to read that, for example, in Leipzig, which first heard the symphony in 1880, a crit-
ic felt it was “not distinguished by inventive power.” Two years later, in Boston, the
Post called it “coldblooded” and the Traveler proclaimed that the symphony
lacked “a sense of the beautiful.” So much for the perspicacity of critics!

Right from the very opening notes, the listener is caught up in the symphony’s
gentle, relaxed mood. The first two bars also provide the basic motivic germs of the
entire movement and for much of the material in the other movements as well. The
three-note motto in the cellos and basses and the following arpeggio in the horns
are heard repeatedly in many guises — slowed down, speeded up, played upside
down, buried in the texture or prominently featured. All the principal themes of the
movement are derived from these motto-motifs. The second theme is one of
Brahms’s most glorious, sung by violas and cellos as only these instruments can
sing.

The second movement is of darker hue and more profound sentiment. The
form is basically an A-B-A structure, with a more agitated central section in the
minor mode. Throughout the movement, the listener’s attention is continually
focused as much on the densely saturated textures as on the themes.
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The genial, relaxed character returns in the third movement, not a scherzo as
Beethoven would have written, but a sort of lyrical intermezzo, harking back to the
gracious eighteenth-century minuet. The forces are reduced to almost chamber
orchestra proportions, and woodwinds are often the featured sonority. This move-
ment proved so popular at its premiere that it had to be repeated.

The forthright and optimistic finale derives heavily from the melodies of the
first movement, though as usual with Brahms, this material is so cleverly disguised
that one scarcely notices. The coda calls for special comment. Brahms usually
made scant use of trombones and tuba, writing for these instruments with skill but
also with reserve. Yet from time to time he calls upon them for stunning effects,
and one such moment occurs in the Second Symphony’s coda, a passage as thrill-
ing for audiences as it is for trombonists, every one of whom looks forward to a
role in bringing this joyous work to its blazing D-major conclusion.

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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Program notes by Robert Markow

Brahms:
Symphony No.3 in F major, op.90

I Allegro con brio
II Andante

Il Poco Allegretto
IV Allegro

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3, 1897

Brahms began working on his Third Symphony in 1882. Most of the work was
done between May and October of the following year. When completed, six years
had passed since he had presented his Second Symphony to the world, and music
lovers across Europe were eager to hear the latest symphony from an acknowl-
edged master of the form. The premiere went to Hans Richter and the Vienna
Philharmonic (who had also premiered the Second Symphony) on December 2,
1883. Brahms received an initial fee equivalent to U.S. $9,000 upon publication, a
princely sum in those days.

The symphony opens with a motto that will dominate not only the first move-
ment but the entire symphony. The rising sequence of notes F - A-flat - F functions
as a kind of musical genetic code that will determine the nature of all that follows.
It will be heard innumerable times throughout the work, often transposed, some-
times prominently by itself, sometimes submerged in an inner voice, or forming part
of a longer line. The movement’s urgent, plunging first theme is offset by one of
contrasting nature — genial, lyrical, smiling — played first by the solo clarinet, then
by violas and oboe. The development section, though brief, manages to incorpo-
rate nearly every melodic idea from the exposition at least once.

The two inner movements are distinguished by greater lyricism, introspective
melancholy and subdued emotions. The simple but sublimely beautiful opening
theme of the second movement, music of pastoral loveliness, is written in four-part
harmony, much like a Bach chorale. Clearly audible at the end of the phrase is the
now-familiar motto. Clarinets and bassoons are the featured instruments, as they
are for the second subject — a plaintive, nostalgic, gently rocking theme that will
play a major role in the finale as well.

A lyrically flowing theme of autumnal beauty and infinite yearning sung by
the cellos opens the third movement. Not only is this theme of unusual length, but
it repeats and develops continuously, passing through other sections of the orches-
tra in a seamless flow. Eventually it pauses to allow a gracefully lilting new idea to
be presented by the woodwinds, which introduces the second part of the move-
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ment. The first theme then resumes in the warm tones of the horn, then the poi-
gnant oboe, and finally violins soaring sweetly in their uppermost register.

The finale is perhaps the symphony’s most fascinating movement. It begins
with darkly mysterious murmurings, first in the strings, then the woodwinds. We
catch a brief reference to the second theme from the second movement, then a
sudden violent outburst from the full orchestra. More outbursts follow. The mood
has been unsettled, even menacing, in the key of F minor, but suddenly, with the
natural ease of which Brahms knew the secret, the music broadens out into a
grandly heroic, soaring theme in C major for cellos and horn. A third theme follows
for full orchestra in C minor — strongly rhythmic, granitic in its towering strength.
Though not long in terms of minutes and seconds, the movement propels the listen-
er through a great drama of elemental forces.

The struggle and turmoil at last subside. A sense of deep peace settles over
the musical landscape, “like a rainbow after a thunderstorm” (Karl Geiringer). The
extended coda grows ever more autumnal in hue and nostalgic in mood as it devel-
ops the theme brought back from the second movement in warmly glowing sonori-
ties. The three-note motto makes its final appearances, now in a mood of infinite
tenderness and resignation, first by the oboe, then by the horn, and finally, as if set-
ting a seal of benediction on the symphony, by the flute.

Brahms:
Symphony No.4 in E minor, op.98

I Allegro non troppo

I Andante moderato

Il Allegro giocoso

IV Allegro energico e passionato

It was Brahms’s custom to spend the summer months in quiet, rustic sur-
roundings amidst lakes and mountains. The summers of 1884 and 1885 he passed
in the Austrian Alpine village of Murzzuschlag. Here he wrote his Fourth
Symphony. He made a two-piano arrangement and performed it with Ignaz Brull
for a select company of friends and musicians, including Hans Richter, C.F. Pohl
and Eduard Hanslick. Their response, which should have been enthusiastic, was
decidedly cool, and they predicted a grim future for the symphony. But at the pre-
miere, which took place in Meiningen (Germany) on October 25, 1885, the public
applauded warmly. The same public acceptance occurred at concerts given in fol-
lowing weeks in Frankfurt, Essen, Elberfeld, Utrecht, Amsterdam, The Hague,
Krefeld, Cologne and Wiesbaden. Only Vienna found it difficult to understand, and
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that was probably because of inadequate preparation by that city’s orchestra.

The symphony opens with a gesture that suggests the work has been in prog-
ress for some time, and that we have entered its realm in mid-point. The tiny two-
note cell of “short-long,” heard at the very outset in the violins, becomes the main
building block, or musical mortar, if you like, upon which the entire movement is
based. Other themes are heard too, but the two-note motif is never far away, often
lurking in an accompaniment figuration or secondary idea. The second subject in
this sonata-form movement is introduced by a fanfare figure in horns and wood-
winds, which leads into the soaring, lyrical theme for cellos and horn. The homn
(doubled by oboe) also gives the first statement of the closing theme in a more
genial and relaxed mood than hitherto encountered.

The slow movement is unusual in that it is founded on the same keynote as
the first — E. (Composers usually took care to provide a contrasting tonality after
the weighty first movement.) With E minor still ringing in our ears from the first
movement, two horns proclaim a motif beginning on the note E, but Brahms delays
confirmation of the idyllic E major tonality for some time. The movement moves
through a cosmos of moods, from autumnal melancholy and melting lyricism to for-
bidding austerity and stern grandeur, expiring to the same horn motif that opened
the movement. Brahms’s friend Elisabet von Herzogenberg commented on the gor-
geous, heavenly cello theme: “How every cellist ... will revel in this glorious, long-
drawn-out song breathing of summer!”

The third movement is usually described as a scherzo, though Brahms did not
call it that. In its massive orchestration, which includes timbres unusual for Brahms
(piccolo and triangle), we find an infectious, virile spirit that remains etched in the
memory far more powerfully than any particular melodic idea.

The Finale is the most unusual movement of all, employing as it does the
chaconne technique — a compositional process popular in the Baroque period in
which an entire piece is built over a continuously recurring pattern of chords.
Brahms took his theme from Bach’s Cantata No. 150 (Nach dir, Herr, verlanget
mich), which is heard at the outset by the entire wind choir, including trombones
(their first entry in the symphony!). The chaconne was out of fashion in Brahms’s
day, and had never been used in a symphony before, but his interest in older musi-
cal forms, particularly fugue and counterpoint of all types, and his inner need to
rise to the challenge, provided the impetus. The potential pitfall of writing a
chaconne lies in the danger of monotony — using those same few chords over and
over again. But never in the thirty continuous variations that follow the presenta-
tion of the eight-bar “theme” (plus four more in extended versions in the coda) do
we feel an absence of momentum, an overuse of tonic harmonies, a sense of
tedious regularity, or anything less than total mastery and economy of means.

For a profile of Robert Markow, see page 33.



42

°
Shlomo

MINTZ

Conductor & Violin

a0 =Y
1B P A AU

©Andrei Birjukov

2a0%F - ZVVIE. ZOIEOITEECADORBVEREM. XAIAILDLRME. EENR
FTOZwIT, BREARKRITZDI7AFI_ADIAEHETEINTND,

ERITTEFN 2B CARSIIVICBE, AOF - Jz~—=J)b, PA4AHPvT - 29—
([CBiE, Za—3—JTEFROY— - FrUA(CHEIEL,

INFTICRY =, ORROR—T1F, X—H—T>, N=)LXV, A= PR,
VaU—Z. h—=T4. TRIA—/TREBZRBT —T« A& NV, D— O
VEIVNARD, YAD, T45FIT4F7. Za—I—T01E HREFSEDF TN
SEHE, 18R CE/EBELCOFvUTPERI—hSE, O4VIL-Tr)b. FhOAME,
OvT LS L - T4)b. OAPIL - AVEIVMNIRDE, TJSVIAENE. AHTETA)U,
Ov7 - Foar)E. ARSI - T«)LREZEEEU.

EFIF. EIRERARE R GAFINSRE CREELUICBERMIEL TV D7
AFVVERER. BRSDIHREDI A AU OVIINE, J7AFUVEEED A
ZAIAVERBRIUCIENHSNT VD, HEEIF1984FLIRANFRUDHIET,
SOYIHTHERZHD D,

Shlomo Mintz is considered one of the foremost violinists of our time, esteemed for his
impeccable musicianship, stylistic versatility, and commanding technique. Born in Mos-
cow, he immigrated to Israel at the age of 2 and studied with llona Feher and Isaac
Stern. He was also a student of Dorothy Delay in New York. He has collaborated with
such artists as Stern, Rostropovich, Zukerman, Perlman, Mehta, Abbado, Giulini, Muti, and
Temirkanov, among many others, and has played with many of the world’s leading
orchestras as the Berlin, Wien, Concertgebouw, Chicago, Philadelphia and New York. At
the age of 18, Mintz launched a parallel career as a conductor, and has led orchestras
including Royal Phitlharmonic, Detroit Symphony, Rotterdam Philharmonic, Royal Concert-

gebouw Orchestra, Orchestre National de France, Filarmonica della Scala, Russian
National Orchestra, and Israel Philharmonic.
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Mendelssohn: Violin Concerto in E minor, op.64

[ Allegro molto appassionato
I Andante
I Allegretto non troppo - Allegro molto vivace
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Mahler: Adagietto from Symphony No.5
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Beethoven: Symphony No.5 in C minor, op.67

I Allegro con brio

I Andante con moto
I Allegro

IV Allegro
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Program notes by Robert Markow

Mendelssohn:
Violin Concerto in E minor, op.64

I Allegro molto appassionato

II Andante

IT Allegretto non troppo - Allegro molto vivace
(played without pause)

Felix Mendelssohn: Born in Hamburg, February 3, 1809; died in Leipzig, November
4, 1847

Mendelssohn wrote his E-minor Violin Concerto for his friend Ferdinand
David, concertmaster of the Leipzig Gewandhaus Orchestra. In July of 1838, the
composer had written to David: “I'd like to write a violin concerto for you next
winter; one in E minor sticks in my head, the beginning of which will not leave me
in peace.” One year later Mendelssohn wrote again, saying that he needed only “a
few days in a good mood” to write the concerto. “But it is not, to be sure, an easy
assignment; you want it to be brilliant, and how should someone like me do that?
The whole first solo will consist of high E’s.” Early sketches reveal that
Mendelssohn had indeed written a large number of high E’s, but by the time of the
finished product in 1844 he had obviously reconsidered. Along the way, while
David waited and waited for his concerto, those “high E’s” seem to have become
something of a private joke. Mendelssohn finally completed the work in September
of 1844.

It was well worth the wait. The sense of facility and effortless grace, its polish
and eternal freshness, and the amiable, genteel mood it generates totally belie
Mendelssohn’s effort to compose it. Critic Philip Hale asserted that “the concerto
always, under favorable conditions, interests and promotes contagious good feel-
ing.” David was of course the soloist at the premiere, which took place at a
Gewandhaus concert in Leipzig on March 13, 1845.

There is no opening orchestral introduction; the soloist enters with the main
theme almost immediately. All three movements are joined, with no formal pauses
to break the flow. Mendelssohn places the cadenza at the juncture of the develop-
ment section and the recapitulation, with the soloist continuing on as accompanist
after the orchestra reenters. Thus, the cadenza assumes a more important dramatic
and structural role within the movement’s design.

The term “well-bred” is often invoked to describe this concerto, and nowhere
better does it serve than for the quiet rapture and poetic beauty of the second
movement’s principal theme. A moment of sweet melancholy in A minor intrudes
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briefly, with trumpets and timpani adding a touch of agitation. The principal theme
then returns in varied repetition and a gently yearning passage, again in A minor,
leads to the finale.

As in the two previous movements, the soloist gives the first presentation of
the principal theme, one of elfin lightness and gaiety. The mood of this movement
has often been compared to that of the fairyland world of an earlier Mendelssohn
score, his music for A Midsummer Night’s Dream.

Manhler:
Adagietto from Symphony No. 5

Gustav Mahler: Born in Kalischt, Bohemia, July 7, 1860; died in Vienna, May 18,
1911

Mahler composed the piano score of his Fifth Symphony during the summer
months of 1901 and 1902, and orchestrated it during the fall of 1902. The first per-
formance was given in Cologne on October 18, 1904, with the composer conduct-
ing the Gurzenich Orchestra. The symphony is in five movements, further grouped
into three large units, with a huge scherzo serving as the fulcrum to a pair of move-
ments on either side. The Adagietto begins Part III of the symphony, and is surely
the most famous single movement in all of Mahler’s ten symphonies. It requires the
smallest orchestra Mahler ever used - just strings and harp - but in emotional
impact it ranks second to none. Some listeners may know the Adagietto as the sub-
limely beautiful music used in Luchino Visconti’s 1971 film Death in Venice, but
within the context of the five-movement, 75-minute symphony its impact is even
more powerful. It provides an oasis of Innigkeit (inwardness) following the sound
and fury of three long, preceding movements and in anticipation of the upcoming
wild abandon of the Finale.

Prior to Death in Venice — indeed, going back to Mahler’s own time — this
movement was usually performed in about eight or nine minutes with the under-
standing that it served as a love letter to Alma Schindler, whom Mahler was court-
ing and then married while composing the symphony. The famous Dutch conduc-
tor Willem Mengelberg, a Mahler protégé, wrote in his score of the Fifth Symphony
that it was Mahler’s “declaration of love for Alma! Instead of a letter, he sent her
this in manuscript form; no other words accompanied it. She understood.”
According to Mengelberg, both Gustav and Alma declared this was the case.

Nowadays, the Adagietto is usually performed much more slowly, reflecting
Visconti’s association of this music with death. Perhaps this view is also valid, inas-
much as love and death are often intertwined. Mahler even incorporates a brief

8/3 Promenade

49



50

8/3 Promenade

quotation from Wagner’s opera Tristan und Isolde, which culminates in the so-
called Liebestod ( “Love-death” ). The love Tristan and Isolde feel for each other is
so painfully intense, so all-consuming, boundless and unbearable, that the only
release is found in death.

Stylistically, the Adagietto harks back to the romantic dream world familiar
from Mahler’s earlier works, a world of quiet contemplation, benign simplicity, inner
peace and escape from harsh reality. The spiritual, textural and harmonic relation-
ships to Mahler’s song “Ich bin der Welt abhanden gekommen” (I am lost to the
world -+ T live alone in my heaven, in my loving, in my song) are too close to be
ignored.

Beethoven:
Symphony No.5 in C minor, op.67

I Allegro con brio

I Andante con moto
I Allegro

IV Allegro

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

Every time Beethoven’s Fifth, the world’s most famous symphony, appears on
a program, some voices in the audience will probably be heard muttering, “What,
the Fifth again?” Others will use this as an opportunity to reacquaint themselves
with a work they know only slightly. And still others, probably the majority, will
gladly welcome the Fifth again as an old friend, eager to delve deeper into its mys-
terious workings, eager for renewed spiritual nourishment, eager to learn what
interpretative insights the conductor will bring to the work, and to judge the perfor-
mance against a background of innumerable previous performances, live and
recorded, which the listener may already know. “Masterpieces are capable of infi-
nite self-renewal,” as critic Lawrence Gilman used to say. To Robert Schumann,
“no matter how frequently heard, whether at home or in the concert hall, this sym-
phony invariably wields its power over men of every age like those great phenome-
na of nature that fill us with fear and admiration at all times, no matter how fre-
quently we may experience them.”

Beethoven wrote his Fifth Symphony intermittently between 1804 and 1808,
with most of the work accomplished in 1807. The first performance took place in
Vienna’s Theater-an-der-Wien on December 22, 1808. Today, more than two hun-
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dred years later, and with countless performances behind us, Beethoven’s Fifth has
not lost its power to shock and awe. Concertgoers who believe that music must
have a nice tune to be viable need only remind themselves that, although the first
movement contains not a single melody, it may well be the most universally recog-
nized piece of classical music ever written. Additional forward-looking elements
found in the Fifth include demands for a greater degree of technical proficiency
from the musicians than in most any previous symphony, solo material for nearly
every instrument, the innovative use of the piccolo, contrabassoon and trombones
in purely symphonic music (though they had long been employed in opera orches-
tras), and the linking of movements in the scherzo-to-finale.

The opening movement consists almost entirely of an intense, concentrated
onslaught of a four-note rhythmic cell that unfolds with unparalleled energy and
can leave an audience gasping under its emotional impact.

The second movement provides all the melody the first movement lacked. It
is in double variation form, meaning that Beethoven alternates two different
themes (a favorite device of Haydn, a composer Beethoven adored). The first is the
consoling subject presented in the opening measures by violas and cellos, the sec-
ond is heard initially in clarinets and bassoons in Beethoven’s familiar militaristic
vein.

Beethoven did not call the third movement a scherzo, as he had in some of
his previous symphonies, but it is one in all but name with its insistent pulsation in
rapid triple meter. The “ta-ta-ta-taaah” motif of the first movement was not absent
in the second (it could be heard embedded in the second, militaristic theme), but in
the third it returns with a vengeance, blared forth first by the horns, then the full
orchestra. The contrast provided by the central trio section could not be greater,
the music infused with Rabelesian jollity.

The emotional peak of the symphony arrives in the finale. Traditionally, the
finale represented merely a lightweight, festive ending. But in the Fifth, the finale
assumes a new role, acquiring the status of triumphal solution, the grand peroration
that resolves conflicts and tensions of the preceding movements. Hector Berlioz,
always one to respond to innovative genius, is reported to have met his former
teacher, the French composer Francgois Lesueur, after a performance, whereupon
Lesueur exclaimed: “It moved and excited me so much that my head was reeling.
One should not be permitted to write such music.” “Calm yourself,” replied Berlioz;
“it will not be done often.”

For a profile of Robert Markow, see page 33.
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