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Chief Conductor of BBC Philharmonic and Turku Phitharmonic, and Principal Guest Con-
ductor of Canada’s National Arts Centre Orchestra, John Storgdrds has a dual career as a
conductor and violin virtuoso and is widely recognised for his creative flair for program-
ming as well as his rousing yet refined performances. As Artistic Director of Lapland
Chamber Orchestra, he will be celebrating his 30th anniversary in the post in 2026.
Storgards appears with orchestras such as Berliner Philharmoniker, Gewandhausorches-
ter, Orchestre National de France, London Philharmonic, Boston Symphony, Chicago Sym-
phony, Cleveland Orchestra, and New York Philharmonic. With BBC Philharmonic, he
recorded acclaimed Sibelius and Nielsen symphony cycles for Chandos. Their ongoing
Shostakovich cycle has garnered wide praise. In 2023, Storgards and BBC Philharmonic
were nominated for Gramophone’s “Orchestra of the Year Award”. He studied violin with
Chaim Taub and subsequently became concertmaster of Swedish Radio Symphony,
before studying conducting with Jorma Panula and Eri Klas.
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Wed. 1 October 2025, 19:00 at Suntory Hall

1518 @ I—>/- ANLT—X John STORGARDS, Conductor
VP —hYR9— @ KB 52 Akira MIZUTANI, Concertmaster
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Outi Tarkiainen: Polar Pearls, Concerto for Chamber Orchestra (2023) [Japan Premiere]

I Become... = 77/ALE

I Amethyst FPAI R
I Freshwater Pearl Mussel HKKE%E
IV Sooty-wing Butterfly 0ty
V Snowy Owl pAuuly)
VI Globeflower FUNAVD
VI Halo Sky NQg - ABA
VI Earth Kith

%8 / Intermission (20 43)

V3R D=4 T I TEME 118 M5 0p103 (1905F) 629

Shostakovich: Symphony No.11 in G minor, op.103, “The Year 1905”

I The Palace Square: Adagio ERAEILS 7T —Y3
I The Ninth of January: Allegro 1A98/7L70
I In Memoriam: Adagio KEDFEE/ 7T —V3

IV The Tocsin: Allegro non troppo &8 /7L70- /> - hOWIR
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Outi Tarkiainen:
Polar Pearls, concerto for Chamber Orchestra (2023) [Japan Premiere]

I Become... V Snowy Owl
I Amethyst VI Globeflower
Il Freshwater Pearl Mussel VI Halo Sky

IV Sooty-wing Butterfly VI Earth

The Arctic regions have warmed much faster than the rest of the world as cli-
mate change advances. Many endangered Arctic species, such as the freshwater
pearl mussel and the snowy owl, are now endangered. A poem by Nils-Aslak
Valkeapdd views his fellow Sdmi — indigenous dwellers of the Arctic zone — as such
an inseparable part of their environment that the border between Man and Nature
ceases to exist. Eyes are turning more and more towards the indigenous peoples as
the environmental destruction caused by climate change proceeds: we are, maybe
instinctively, looking to them in our search for a new model as we realise that our
lifestyle and overconsumption are destroying not only Nature but us, too.

The Concerto for Chamber Orchestra Polar Pearls is like a bracelet of little
character movements — tributes to our unique Arctic Nature and its delicate bal-
ance. I have dedicated the concerto to John Storgards and the Lapland Chamber
Orchestra, giving the gems in its ranks each in turn a chance to shine.

Outi Tarkiainen
World Premiere: June 1, 2023
Salla Church, Salla, Finland
Lapland Chamber Orchestra, conducted by John Storgards
Japan Premiere: October 1, 2025

Suntory Hall, Tokyo, Japan
Tokyo Metropolitan Symphony Orchestra, conducted by John Storgards
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Outi Tarkiainen

Outi Tarkiainen was born in Rovaniemi in Finnish Lapland, a
location that has proved a constant source of inspiration for her. She
studied composition at Sibelius Academy in Helsinki, at University of
Miami, and at Guildhall School of Music and Drama in London.

Since her student days, Outi has been drawn to the expressive
power and natural truths of the human voice. In September 2016,
she gave the first performance of her orchestral song cycle The
Earth, Spring’s Daughter (2014-15). May 2022 saw the world
premiere of her first opera. A Room of One’s Own (2020-21) is based on the essay by
Virginia Woolf and forms the latest in a series of works exploring womanhood.

More recently, Outi has been commissioned by ensembles including Berliner
Philharmoniker, BBC Symphony, Boston Symphony, San Francisco Symphony, Royal
Stockholm Philharmonic, Gothenburg Symphony, Finnish Radio Symphony, Helsinki
Philharmonic and Iceland Symphony while her works have been taken up by
Minnesota Symphony, St Louis Symphony, Detroit Symphony, Atlanta Symphony,
Houston Symphony, Oslo Philharmonic, and Tonknstler-Orchester Niederdsterreich.

Her intense connection to the northernmost reaches of Finland was adumbrated in
Songs of the Ice (2019) and its sister piece Midnight Sun Variations (2019), the latter
premiered at the BBC Proms in 2019. Her saxophone concerto Saivo (2016) was
nominated for the Nordic Council Music Prize in 2018 and later issued on record,
alongside The Earth, Spring’s Daughter, by Ondine.

Outi has worked with some of the most distinguished conductors and musicians in
Europe and America and has been composer-in-residence at the Festival de Musique
Classique d’Uzerche in France. Her heart, however, remains in the north. ‘I have a
fundamental longing for the northernmost regions within me,” she has said. She has
been co-artistic director of the annual Silence Festival in Lapland and for a time lived
in the far northern town of Ivalo, 300km north of Rovaniemi. The wilderness of
Europe’s northernmost reaches continues to find expression in her music’s engrossing
combination of beauty and brutality, of richness and sparseness.

©Anu Jormalainen

A summary of Andrew Mellor’s biography
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Shostakovich:
Symphony No.11 in G minor, op.103, “The Year 1905"

I The Palace Square: Adagio

I The Ninth of January: Allegro
Il In Memoriam: Adagio

IV The Tocsin: Allegro non troppo

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

Scattered in among Shostakovich’s fifteen symphonies are a half dozen pro-
grammatic works dealing with various events in Russian and Soviet history. One of
these, the most overtly programmatic of all, is Symphony No. 11, whose subtitle,
“The Year 1905,” pinpoints the subject at hand. On January 9, 1905 (January 22 in
the new Gregorian calendar), a group of workers armed only with icons and por-
traits of their Tsar Nicholas II, assembled in front of the Winter Palace in St.
Petersburg for a peaceful demonstration to petition aid. Police opened fire and
killed a large number (accounts vary widely as to the figure, ranging from over a
hundred to several thousand). The repercussions of “Bloody Sunday” included
widespread strikes, protest meetings and peasant revolts. The unrest was eventual-
ly dissipated, but it returned in even greater force with far-reaching results in 1917.

Ostensibly, Shostakovich sought to capture the dark mood of a specific tragic
event in his Eleventh Symphony. But there is little question that the implications
reach far beyond a single date in Russian history. The symphony was first per-
formed in Moscow on October 30, 1957 by the USSR Symphony Orchestra con-
ducted by Nathan Rakhlin. It received the Lenin Prize in 1958.

The hour-long symphony is in four movements (played without pause), which
are unified thematically through the use of recurring themes. A large measure of
the symphony’s potent effect derives from the quotations of nineteenth-century
popular revolutionary songs. The titles confirm their topical relevance: “You Fell a
Victim” (a funeral march), “Boldly, Comrades, Keep Step!” (a battle march), “Rage,
Tyrants!” (a student protest song), etc. “All have long been enshrined in the realm
of musical folklore,” writes Russian scholar Laurel Fay. “For the Russian listener,
even a snatch of one of these tunes carries a subtext of symbolic and concrete
imagery. ...While the basic building blocks of the symphony may be less familiar to
the non-Russian listener than to the native, Shostakovich succeeds in crafting those
blocks into a vivid and compelling drama that communicates, as only music can,
across national boundaries.”
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The symphony opens with a frighteningly realistic evocation of a bleak, freezing-
cold dawn with the Winter Palace looming before us. Strings and harp begin quietly
with frosty, monolithic chords. Eventually distant fanfares are heard from a lonely trum-
pet, then the horn. Timpani softly, ominously, murmur a triplet motif that will play a
large role throughout the symphony, returning in various guises, most notably as the hor-
rifying climax of the second movement. Listeners eager for a “tune” will have to be
patient; there isn’t one until about six minutes have elapsed, at which time flutes offer a
consoling rendition of a prison song, “Listen.” A second prison song, “The Prisoner,”
crawls despairingly from the cellos and basses, then from the woodwinds. An atmo-
sphere of fearful oppression and menace hangs over the entire fifteen-minute movement.

An anxiety attack stirs the lower strings, announcing the beginning of the sec-
ond movement. The crowd of workers and peasants approaches the Winter Palace,
intending to appeal to the tsar. The music rises to a fearful climax as the mob surg-
es forward. Then time stands still during a reprise of the “winter morning” music, as
if the world were holding its breath in anticipation of what is about to happen. The
senseless carnage wrought by the tsar’s forces and the revulsion felt by all decent
people to this despicable act are graphically reflected in the orchestral frenzy.
Then, once again, sudden quiet as the ghostly winter music returns ... lonely fan-
fares ... the song “Listen” ... those unsettling rumbles from the timpani ... Emotions
are as frozen as the winter air.

The third movement is a lament for the fallen citizens. The somber, grey color
of unison violas underscores the mood of benumbed grief. The theme is taken from
the song “You Fell as Victims.”

The first part of the final movement, entitled “The Tocsin” (an alarm bell often
associated with a threat to national security), begins with a series of protest songs, all
set to crisp, march-like rhythms and developed with patriotic fervor and military zeal.
But victory is not yet won. The bleak, forlorn music that opened the symphony near-
ly an hour ago makes one final appearance. From it emerges what is probably the
longest solo passage ever written for the English horn in a symphony, a fantasia on
the song “Bare Your Heads,” last heard as anguished cries in the third movement and
before that as screams of agony near the end of the second movement.

The final minutes of this symphony are both enigmatic and terrifying. Do the
scurrying clarinets portend another January Ninth? Are the thudding, gruesome per-
cussion noises giving birth to a war machine? Is the “Bare Your Heads” theme ris-
ing proudly from the ashes or is it being consumed by the mounting terror in the
orchestra? The music rolls on relentlessly, the tocsin sounding furiously. The sym-
phony does not so much end as simply halt in its tracks, with the terrifying clangor
suspended in the air — and in time — as if to ask, “Is anyone listening? Is history to
repeat itself once again?”.

Robert Markow

For a profile of Robert Markow, see page 33.
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Sun. 5 October 2025, 14:00 at Tokyo Metropolitan Theatre

5E @ EI—‘/XI\)L/j‘—X“ John STORGARDS, Conductor
Sr4A4U>Y @ TTO /- T—)UL/ Veronika EBERLE, Violin
IV —hYRI— @ KB 52 Akira MIZUTANI, Concertmaster

N—h—JxV ! JrA AUV GEH ZK#HE ope!
DTVYI7/ATIVT T4V (L&D [BEYIE] ) G49)
Beethoven: Violin Concerto in D major, op.61 (Cadenza by Jérg Widmann [Japan Premiere])

[ Allegro ma non troppo
I Larghetto
I Rondo: Allegro

AE8 / Intermission (20 43)

INRUDA R EHEIEF /KR ops52 G
Sibelius: Symphony No. 3 in C Major, op.52

[ Allegro moderato
I Andantino con moto, quasi allegretto
I Moderato - Allegro (ma non tanto)
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JBEEE & ARERE I TEDR-ETY .
PUT Y- RRAB (BMELREEEBE) Young
AR - FAlE P59, B P62 ECEEL),  m——

10/5 C Series



10/5 C Series

Veronika EBERLE

Violin
JrO=hH - T—X)LL
IrAL AV

©Louie Thain
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Veronika Eberle’s exceptional talent and the poise and maturity of her musicianship have
been recognised by many of the world’s finest orchestras, venues, festivals, and conduc-
tors. Rattle’s introduction of Veronika aged just 16 at Salzburger Osterfestspiele 2006 in
a performance of Beethoven’s concerto with Berliner Philharmoniker, brought her to
international attention. Key collaborations since then include orchestras such as London
Symphony, Royal Concertgebouw Orchestra, New York Philharmonic, Orchestre sympho-
nique de Montréal, Gewandhausorchester, Rundfunk-Sinfonieorchester Berlin, and Sym-
phonieorchester des Bayerischen Rundfunks, as well as conductors such as Haitink, Hard-
ing, Thielemann, Nézet-Séguin, P. Jarvi, Gilbert, and I. Fischer. In the 2024-25 season,
Veronika makes debuts with Boston Symphony, Gothenburg Symphony, and Cleveland
Orchestra. Born in Donauwdrth, Southern Germany, she started violin lessons at the age
of six. After studying privately with Christoph Poppen for a year, she joined Hochschule
fir Musik und Theater MUnchen, where she studied with Ana Chumachenco, 2001-12.
Veronika plays the 1693 “Ries” Stradivarius, which is kindly on loan from the Reinhold
Warth Musikstiftung gGmbH.
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Beethoven:

Violin Concerto in D major, op.61
(Cadenza by Jérg Widmann [Japan Premiere])

I Allegro ma non troppo
I Larghetto
I Rondo: Allegro

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

Violin concertos had been written for nearly a century before Beethoven
turned to the genre, but his only contribution to this repertory proved to be a land-
mark. Not only was it longer and more complex than any previous work of its kind,
but in symphonic thought and expansiveness it eclipsed all predecessors. It is still
considered one of the most exalted of all concertos for any instrument; its only
peer in the pantheon of violin concertos is the Brahms concerto (also in D major).

Beethoven wrote the concerto in late 1806, the year he worked on or com-
pleted such other masterpieces as the Fourth Symphony, the Fourth Piano
Concerto, the three Rasumovsky Quartets, the first revision of Fidelio and the 32
Variations in C minor for piano. As was common in that era, Beethoven wrote for a
specific soloist, the virtuoso Franz Clement (1780-1842). Clement was, by all
accounts, one of the most gifted musicians in all Vienna, with a musical memory
that rivaled Mozart’s. His stellar career began when he was still a child, performing
at the Imperial Opera House in Vienna and under the direction of Haydn in
London. In his adult years he became concertmaster and conductor of the Vienna
Opera. Beethoven’s concerto resulted from a request from Clement for a concerto
to play at his benefit concert scheduled for December 23, 1806 at the Theater an
der Wien. The deeply lyrical quality of this concerto, the finesse of its phrases, and
its poetry all reflect the attributes of Clement’s playing, which according to contem-
porary accounts was marked by perfect intonation, suppleness of bow control,
“gracefulness and tenderness of expression,” and “indescribable delicacy, neatness,
and elegance.”

Five soft beats on the timpani usher in the concerto. These even, repeated
notes become one of the movement’s great unifying devices, occurring in many
contexts and moods. The inner tension of this movement is heightened by the con-
trast of this five-beat throb and the gracious lyricism of its melodies. The two prin-
cipal themes are both, as it happens, introduced by a woodwind group, both are
built exclusively on scale patterns of D major, and both are sublimely lyrical and
reposed in spirit.
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The soloist finally enters in an entirely original and imaginative way, with a
quasi-cadenza passage that sustains the music in a single harmonic region (the
dominant), as if time had stopped. Eventually the soloist lands on the principal
theme in the uppermost range of the instrument where intonation is most difficult
to control. This is but one example of the customized writing Beethoven conceived
for his first soloist, Clement, as well as a further indication of the leisurely unfolding
of the long movement.

The Larghetto is one of Beethoven’s most sublimely beautiful, hymn-like slow
movements. Little “happens” here in the traditional sense; a mood of deep peace,
contemplation and introspection prevails while three themes, all in G major, weave
their way through a series of free-form variations.

A brief cadenza leads directly into the rollicking Finale — a rondo with a
memorable recurring principal theme, numerous horn flourishes suggestive of the
hunt, and many humorous touches.

Robert Markow

Cadenzas for Beethoven’s Violin Concerto

It was a great pleasure for me to write new cadenzas for Beethoven’s Violin
Concerto during Covid for Veronika Eberle, Sir Simon Rattle and the London
Symphony Orchestra. My inspiration was, of course, Beethoven’s concerto itself,
but also the individual talents of the musicians involved. Needless to say, the solo
violin takes center stage, however, it is joined by two orchestral instruments, timpa-
ni and double bass. The solo violin plays either alone or in duets with one of the
other instruments, and occasionally there are veritable chamber-music terzettos
with all three instruments.

Despite the tonal and formal freedom, it was important to me for everything
to revolve around melodic, harmonic and rhythmic material from the Violin
Concerto itself. Nothing was to overshadow Beethoven’s original, and yet I wanted
to create a completely new tonal cosmos in which Beethoven’s themes could
appear in a very different light. Another crucial consideration was to maintain a
Beethovenian construction principle to keep the vastly differing cadenzas of the
three movements together formally and to connect them as a group. For example, a
fragment from the third movement is integral to the cadenza of the first movement,
while conversely, the large thematic blocks from Beethoven’s first movement radi-
ate into the cadenzas of the second and third movements. | was aiming for a sym-
phonic unity across all movements, so to speak, and carefully ‘painted over’ the
recapitulation of the first movement to blur the classic boundaries between caden-
za and orchestral recapitulation, seeking to make it emerge from the cadenza as
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organically and imperceptibly as possible. The cadenzas are written in my own
musical language, but consist almost entirely of material from Beethoven’s Violin
Concerto.

May listeners hear the Violin Concerto — in all its stark radicalism, its brazen
beauty and its love of experimentation — in a new way with these cadenzas: as
contemporary music of today.

Jorg Widmann, November 2022
(Translation: Esther Dubielzig)

Jorg Widmann

Jérg Widmann is considered one of the most versatile and
intriguing artists of his generation. The 2024/25 season sees him
appear in all facets of his work, as a clarinettist, conductor and
composer, including his second season as Principal Guest
Conductor of NDR Radiophilharmonie and Creative Partner of
Deutsche Radio Philharmonie, Artistic Partner of Riga Sinfonietta
and Associated Conductor of Miinchener Kammerorchester. eMarco Borggreve

Widmann studied clarinet with Gerd Starke in Munich and Charles Neidich at
the Juilliard School. He studied composition with Kay Westermann, Wilfried Hiller,
Hans Werner Henze and Wolfgang Rihm. He later became himself Professor of
Clarinet and Composition, first at Hochschule fiir Musik Freiburg and since 2017 as
Chair Professor for Composition at the Barenboim-Said Academie Berlin.

Following recent important conducting projects with orchestras such as
Berliner Philharmoniker and Symphonieorchester des Bayerischen Rundfunks, in the
2024/25 season Widmann appears with Seoul Philharmonic, National Symphony
Orchestra of Taiwan, Orquestra, Simfonica de Barcelona, and National Orchestra
of Spain. Other highlights include his residency with Stavanger Symphony. 2025
sees him make his debut at BBC National Orchestra of Wales. Re-invitations take
him to Finnish Radio Symphony Orchestra, Irish Chamber Orchestra and Orchestra
Ensemble Kanazawa amongst others.

Widmann also continues his longstanding chamber music partnerships with
renowed artists such as Antoine Tamestit, Sir Andrds Schiff, Carolin Widmann,
Sarah Aristidou, Nicolas Altstaedt, Denés Varjon and Hagen Quartet and performs
chamber recitals at Wiener Musikverein and Pierre Boulez Saal in Berlin.

His compositions are performed regularly by conductors such as Daniel
Barenboim, Daniel Harding, Kent Nagano, Franz Welser-Mést, Christian
Thielemann, Ivan Fischer, Andris Nelsons and Sir Simon Rattle and premiered by
orchestras as Wiener Philharmoniker, Berliner Philharmoniker, New York
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Philharmonic, Royal Concertgebouw Orchestra, Cleveland Orchestra, Orchestre de
Paris, London Symphony, and many others.

Widmann will be in Japan to serve as a juror for the 2026 Toru Takemitsu
Composition Award (Tokyo Opera City).

Sibelius:
Symphony No. 3 in C major, op. 52

I Allegro moderato
I Andantino con moto, quasi allegretto
I Moderato - Allegro, ma non tanto

Jean Sibelius: Born in Tavastehus (today Hadmeenlinna), Finland, December 8§,
1865; died in Jarvenpad, September 20, 1957

The Third Symphony is the least played and the least known of Sibelius’ sev-
en symphonies. The composer himself referred to it as his beloved and least fortu-
nate child. The use of lean orchestral textures (no harp, piccolo, tuba or percussion
aside from timpani; only modest use of brass), an air of classical restraint in con-
trast to the heroic mold of the First and Second Symphonies, economy in place of
expansiveness in overall layout, and the absence of memorable, expansive themes
all tend to render less obvious the Third Symphony’s many subtle beauties, its
indisputable strength of purpose, and the imaginative development of its ideas.

At a time when works like Mahler’s Sixth Symphony, Gliere’s Third, Strauss’s
Salome and Scriabin’s Divine Poem — all conceived on a grand scale for oversized
orchestra and filled with hyperemotional trauma — Sibelius’s Third must have
seemed quaintly anachronistic. But to Sibelius, there was something almost sacred
about writing a symphony. He believed in the purity of the genre, and that all sym-
phonies since Beethoven, with the exception of those of Brahms, had been pervert-
ed into symphonic poems. “Music begins where words leave off,” he wrote. “A sym-
phony should be music first and last --- the essence of a symphony [lies in] severity
of style and the profound logic that creates an inner connection among all the
motifs.” As musicologist Michael Steinberg so aptly put it, “there is no imagery and
no drama for you to lose yourself in except that of the musical events themselves.
This is like Haydn: you can’t do anything with it except listen to it, and it is meant
for people who really listen.”

The composer conducted the premiere of his Third Symphony with the
Helsingfors (today Helsinki) Philharmonic on September 25, 1907.
The first movement is in traditional sonata form, with two contrasting themes
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in the exposition, a development section, and recapitulation, all of whose demarca-
tions are easily perceived by the attentive listener. The first theme is heard in the
opening measures, a quiet processional in the lower strings followed a few
moments later by a jaunty whistle in the woodwinds. The second theme arrives in
the cellos in the key of B minor — a long, forlorn subject marked by syncopations
and restless energy. The development section concerns itself almost exclusively
with a rhythmic figure that formed a prominent component of the first theme — a
grouping of four even sixteenth notes, which Sibelius now turns into a continuous
flow. The development grows inexorably in strength until it reaches a grand climax
where the opening processional theme returns gloriously, now once again in the
home key of C major.

The second movement, in the rarely used key of G-sharp minor, consists of
but a single, wistful theme of pastoral character heard in successive entries by pairs
of woodwinds (flutes, clarinets) or in the violins. Two episodes interrupt the pro-
ceedings, the first a brief woodwind chorale, the second somewhat fitful in its stop-
and-go movement and frequent changes of timbres. When the principal theme
returns it is now more richly and subtly colored.

The third movement is peculiar in that it is actually two movements in one -
not two separate movements connected by a bridge passage, but a single move-
ment whose second half grows organically out of the first. The first half contains
wisps and tendrils of motifs ( “a flickering phantasmagoria of elusive scraps,” in
Jack Diether’s words) thrown out in seemingly fragmentary form. These eventually
coalesce into a broad, majestic theme with a distinctive rhythmic pattern of long-
long-short-short-long, on which the symphony rides boldly to its grand, C-major
conclusion. One writer (Andrew Aschenbach) describes the forces at work in this
movement as “a sublimely potent inevitability, as mysterious as nature itself, about
the way that, out of the wisps of material heard at the outset, the nobly striding
C-major tune gradually evolves to take center stage.”

Robert Markow

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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