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British conductor Ben Glassberg is Music Director of Opéra de Rouen Normandie. He is
former Associate Guest Conductor of Orchestre national de Lyon, Music Director of
Volksoper Wien, and Principal Conductor of Glyndebourne Tour. In the 2025/26 season,
he has made his house debut at Teatro dell'Opera di Roma alongside his much-anticipat-
ed return to Deutsche Oper Berlin. On the concert platform, Glassberg performed with
Bergen Philharmonic, will join Grazer Philharmoniker, Brussels Philharmonic, and Scottish
Chamber Orchestra. His recent highlights include appearances with BBC Philharmonic,
Detroit Symphony, Deutsche Radio Philharmonie, Orchestre National de Lille, Orchestre
Philharmonique de Radio France, Royal Liverpool Philharmonic, Royal Philharmonic, Swed-
ish Radio Symphony, and among others. On the opera platform, Glassberg has performed
at Teatro Massimo di Palermo, Hamburgische Staatsoper, Théatre des Champs-Elysées,
La Monnaie, and English National Opera. He first came to international attention upon
winning the Grand Prix at the 55th Besancon International Competition for Young Con-
ductors in 2017 at the age of 23.
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Sun. 8 February 2026, 14:00 at Tokyo Metropolitan Theatre

5E @ /\\\\/'9\‘51/ \\\_9\‘ Ben GLASSBERG, Conductor
E7/ @ 74T Anna VINNITSKAYA, Piano
IV —hYRI— @ KB 52 Akira MIZUTANI, Concertmaster

ASZ— - IRZR: JUAINNSDE op.180 [HAYIE] @

Mélanie Bonis: Le Songe de Cléopatre, op.180 [Japan Premiere]
SOV EFDODEY /G —RHE 0
Ravel: Piano Concerto for the Left Hand in D major

RE8 / Intermission (20 %3)
INIVh—7  EREEDIHDIFEE s2.116 679)
Bartok : Concerto for Orchestra, 5z.116

I Introduzione: Andante non troppo - Allegro vivace — FZE

I Giuoco delle coppie: Allegro scherzando ST

I Elegia: Andante, non troppo ZE;]

IV Intermezzo interrotto: Allegretto =el iy gl iESi]
V Finale: Pesante - Presto JaF—L
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Anna VINNITSKAYA

Piano
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Winning first prize at the Queen Elisabeth Competition in 2007 marked the beginning of
Anna Vinnitskaya’s international career. Her performances with orchestras such as Berlin-
er Philharmoniker, Gewandhausorchester, Staatskapelle Dresden, Munchner Philharmoni-
ker, Orchestre philharmonique de Radio France, and Boston Symphony have been
received with great enthusiasm worldwide. She performed Rachmaninov’s piano concer-
tos in the 2025/2026 season with Orchestre de Paris under Mékel& and London Philhar-
monic under Jurowski. Ravel’s Piano Concerto for the Left Hand was on the program of
the 125th anniversary concert of Wiener Symphoniker together with Petr Popelka, fol-
lowed by a tour to Hamburg, Budapest, Essen, and Freiburg. Last season, Vinnitskaya
was portrait artist at Philharmonie Essen. In addition to a series of chamber concerts and
recitals, she performed there with Tonhalle-Orchester Zdrich with P. Jarvi and Mahler
Chamber Orchestra with Elim Chan. She has been a professor at Hochschule far Musik
und Theater Hamburg since 2009.
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Program notes by Robert Markow

Mélanie Bonis:
Le Songe de Cléopatre, op.180

For a portrait of Mélanie Bonis, see page 9.
Mélanie Bonis: Born in Paris, January 21, 1858; died in Paris, March 18, 1937

Most of us would assume that a person named “Mel” was a man. But Mel
Bonis was born as Mélanie Héléne Bonis, and because women in the nineteenth
century were not taken seriously as composers, at the age of eighteen she changed
her professional name to Mel to confuse those who would otherwise have looked
askance at a woman composer. Saint-Saéns, upon hearing her Piano Quartet No. 1,
remarked “I never imagined a woman could write such music!” Bonis persisted in
the face of much opposition to become in her time a successful composer of some
three hundred works, mostly piano pieces, songs, choral works and chamber music.
There are also about a dozen short works for small orchestra. After about 1920
Bonis slipped into almost total obscurity, from which she has only in recent years
begun to emerge.

Christine Géliot, great-granddaughter of the composer, describes Bonis’ music
as follows: “From lighthearted pieces to mystical hymns, from children’s music to
concertos, Mel Bonis’ oeuvre is as varied as it is abundant. Post-Romantic in style,
it is characterized by its powerful inspiration, fueled by a hypersensitive psyche, a
mystical and passionate soul. It is music that plays with harmonies and rhythms in
an original and sophisticated palette. It is tinged with Impressionism, Orientalism.”

The title of the work we hear at this concert has a somewhat complicated
explanation. Bonis originally called it Nocturne, written in 1909. There exist two
different manuscripts designated “reduction for piano four hands,” on one of which
the title “Nocturne” is followed by the words “ou Le Réve de Cléopatre” (or,
Cleopatra’s Dream), but in a different hand. The orchestral score was published
only in 2018. For reasons not entirely clear, some time after Bonis’ death, the title
was officially changed to Le Songe de Cléopatre. The English translation remains
the same, but songe has a more archaic, poetic tone to it.

The nine-minute work bears the influence — harmonically and melodically — of
one of Bonis’ primary teachers, César Franck. It forms one member of a trio of
orchestral works about legendary women, the others being Ophelia and Salome. The
content of Cleopatra’s dream is up to the listener, but the dreamlike atmosphere is
apparent from the opening pages, and the nature of the dream soon develops into a
dramatic narrative full of sinuous lyricism and suggestive, evocative gestures. The
orchestral writing is masterly. There is little in the piano reduction to indicate the
great wealth of coloristic and textural detail that went into the orchestral score, par-
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ticularly in the use of woodwind instruments and harp. One cannot help wondering if
Bonis had learned a thing or two about orchestration from her contemporary Ravel.
More information about Mel Bonis can be found at mel-bonis.com.

Ravel:
Piano Concerto for the Left Hand in D major

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

While working on a concerto as a vehicle for his own solo performances on
an upcoming tour (his second) of America, Ravel was approached by Paul
Wittgenstein (brother of the famous philosopher Ludwig) to write a concerto for
him. Wittgenstein was an Austrian pianist who had lost his right arm at the Russian
front in World War I. Ravel complied, and wrote the concerto for Wittgenstein
while continuing work on the Concerto in G for himself. The Concerto for the Left
Hand had its premiere in Vienna on January 5, 1932 with Robert Heger conducting
the Vienna Symphony.

Aside from being composed concurrently and premiered within a few days of
each other, Ravel’s two piano concertos share other points in common. Both incor-
porate jazz elements, which the composer had absorbed during his visit to America
in 1927-1928. Both concertos boast some of Ravel’s most masterly orchestration.
One of the featured instruments in both works is the English horn, which plays
long, melancholic solos in the concertos’ central slow sections.

Obviously, writing a concerto for just one hand presents the composer with a
greater challenge than usual. “In this kind of work,” said Ravel, “it is essential to
create the effect not of a light, delicate fabric, but of a work written for both hands.
-+ The listener must never have the feeling that more could have been achieved
with two hands.” In this regard, Ravel succeeded admirably. Through the use of the
pedal, suspensions, rolled chords, wide-ranging arpeggios, and cleverly arranged
combinations of lyrical melody and accompanying figuration, Ravel fashioned a
complete and uncompromising work that makes no apparent concessions to the
soloist’s physical limitations.

The concerto is in three main parts, all connected. It begins in the lowest range
and darkest colors of the orchestra. Against a softly murmuring background of cellos
and double basses, the contrabassoon, in one of its longest and most famous solos in
the repertory, intones a jagged yet expressive melodic line that seems to grow out of
a primordial ooze. This theme will become the basis of the concerto’s first section.
More and more instruments pick up the contrabassoon tune, as the colors brighten
and the range rises to culminate in a dazzling burst of sound that brings to mind the
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sunrise in the composer’s earlier ballet score Daphnis and Chloe.

The piano enters with a long cadenza of stunning virtuosity, sounding every
bit like it was written for two hands. (It even looks on the page like two-handed
music!) The orchestra then develops the main theme with richly-textured accompa-
niment from the soloist. Without warning, the jazzy central section arrives in the
form of a scherzo. Two ideas are worked out here: the first is a rapidly-descending
series of seven parallel triads; a bit later, in the piano, comes the rollicking, dance-
like tune that reminds some listeners of a jig. The opening material returns for a
sumptuous presentation by the full orchestra. The pianist’s greatest technical chal-
lenges are found in the ensuing long cadenza, which in turn is capped by a whimsi-
cal reminder of the central scherzo material.

Bartok:
Concerto for Orchestra, Sz.116

I Introduzione: Andante non troppo - Allegro vivace
I Giuoco delle coppie: Allegro scherzando

Il Elegia: Andante, non troppo

IV Intermezzo interrotto: Allegretto

V Finale: Pesante - Presto

Béla Bartok: Born in Nagyszentmiklds, Transylvania, Hungary (today Sinnicolau
Mare, Romania), March 25, 1881; died in New York City, September 26, 1945

Béla Bartok emigrated to New York City after leaving his native Hungary in
1940, due to the increasing Nazification of Europe. His life in New York was any-
thing but pleasant. He was constantly plagued by problems of health, finances, liv-
ing accommodations and the emotional strain of living in a foreign country where
his music was neither known nor appreciated. As a result, he composed nothing for
three years. This silence was broken only through the efforts of two famous
Hungarian compatriots, the violinist Joseph Szigeti and the conductor Fritz Reiner.
They persuaded Serge Koussevitzky, conductor of the Boston Symphony, to
approach Barték with a commission to write a work for his orchestra. When
Koussevitzky visited Bartok in his New York hospital room, where he was resting
from the still-undiagnosed disease that would later kill him (leukemia), the compos-
er initially rejected the offer, feeling too weak and depressed to work. But the idea
of writing for so distinguished an ensemble fired his imagination, and within a short
time, he became so excited by the prospect that he went to Lake Saranac in
upstate New York and wrote the composition in about two months.
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Bartok described his work as having “a tendency to treat single orchestral
instruments in a concertante or soloistic manner.” Virtually every instrument is
spotlighted against the full orchestra at one point or another, as a soloist and/or as
a section. There are also a number of overtly virtuosic passages, as in the fugato
section for brass in the first movement, the perpetuum mobile passages for strings
in the Finale, and the brilliant high trumpet writing in the same movement.

The overall plan of the work is a five-part symmetrical arrangement, with the
central slow Elegia flanked by two rather lightweight, short movements of moder-
ate tempo, which in turn are framed by the longer, more vigorous, extroverted and
structurally complex (sonata form) outer movements.

The work opens quietly with a slow introduction that sets forth the essential
motivic idea: an extended theme with prominent use of the interval of the fourth.
The main Allegro section begins with an energetic, bounding theme in the strings,
distinctly Bartékian in its use of inversions and the many intervals of the fourth.
The solo trombone soon presents a fanfare-like figure (again emphasizing fourths),
and in the oboe we hear the second principal theme.

The second movement, Giuoco delle coppie (Game of Pairs), has an unusual
and original design: a chain-like sequence of folk-inspired melodies heard succes-
sively in five different pairs of wind instruments. Each pair plays at a different inter-
val in parallel motion. Bassoons begin at the interval of the sixth. Then come suc-
cessively oboes in thirds, clarinets in sevenths, flutes in fifths, muted trumpets in
seconds. A solemn brass chorale forms the central portion of the movement. The
sequence of paired winds then returns in slightly more elaborate fashion, retaining
their characteristic intervals except for the flutes, now in sevenths.

“An effusion of melismatic arabesques and canonic imitations” is Nicolas
Slonimsky’s apt description of the central slow movement, music saturated with
wisps and tendrils of great delicacy in its opening and closing passages.

The fourth movement again shows Bartok’s love of symmetry. It is basically
in ABACBA form, with A representing the perky oboe tune, B the nostalgic popular
art-song “Hungary gracious and fair,” (violas) and C the “interruption” referred to in
the movement’s title, a vulgar and raucous treatment of a tune from Shostakovich’s
Seventh Symphony. According to Barték’s son Peter, the composer was so disgust-
ed by Shostakovich’s incessant use of the ludicrously simple march tune that he
could not resist incorporating a parody of it into his Concerto for Orchestra.

The Finale taxes the technical abilities of the string players to the hilt in a
perpetuum mobile, while the brass are featured in a fugue that culminates in a
splendorous climax.

For a profile of Robert Markow, see page 54.
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Eliahu INBAL

Conductor Laureate
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Eliahu Inbal was born in Jerusalem in 1936. He held numerous chief posts with orches-
tras such as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Ber-
lin, Teatro la Fenice di Venezia, Czech Philharmonic, and Taipei Symphony. He was
appointed Conductor Laureate of Tokyo Metropolitan Symphony Orchestra in 2014.
Many CDs of live performances by Inbal and TMSO are winning great acclaim. He was
decorated by French and German Governments, and by the cities of Frankfurt and Wien.
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Sun.15 February 2026, 14:00 at Suntory Hall
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TMSO Special
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Mon.16 February 2026, 19:00 at Suntory Hall
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Subscrlptlon Concert No.1036 A Series
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Tue. 17 February 2026, 19:00 at Tokyo Bunka Kaikan

#518 @ TUJ7 -+ >//X)L Eliahu INBAL, Conductor
VFS/]1 @ TP/ A= Sumi HWANG, Soprano I
VIS /1 @ T/ T SA AR Eleanor LYONS, Soprano 1
VSN @ BIREE Ayaka OKI, Soprano It
XVVTFS /] @ FERNZEFEF  Mihoko FUJIMURA, Mezzo-Soprano 1
XVVTFS /T @ LLITNEEE Hiroka YAMASHITA, Mezzo-Soprano I
F/=)b @ YT RXR T 4F U Magnus VIGILIUS, Tenor
NUN> @ E)UFI—+5wT Birger RADDE, Baritone
NZ @ ZEFH] Hidekazu TSUMAYA, Bass
5iE @ %ﬁ.j’%ﬁ%ﬁ El New National Theatre Chorus, Chorus
éﬂETa:‘E ® EFFHEF  Kkyohei TOMIHIRA, Chorus Master
REGE @ %H—'\ J\E’J\QAD B%? The Little Singers of Tokyo, Children’s Chorus
=) ?E‘a@ ® KA/I|AEE  Hisae HASEGAWA, Chorus Master
VY —hYR9— @ FBRZESL Tatsuya YABE, Concertmaster

N—T—  REMFESE BRRA(TADIRREH) o

Mahler: Symphony No.8 in E-flat major, “Symphonie der Tausend”
I Hymmus: Veni, creator spiritus. I SchluBszene aus Goethe’s “Faust”
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Sumi HWANG

Soprano I
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In 2014, Sumi Hwang won first prize at the Queen Elisabeth Competition. She has
appeared at opera houses such as Grand Théatre de Geneve, Minchner Prinzregententhe-
ater, Korea National Opera, Hessisches Staatstheater Wiesbaden, and Daegu Opera
House. Sumi has performed with orchestras including BBC Symphony, Netherlands Radio

Phitharmonic, KBS Symphony, Seoul Phitharmonic, and Helsinki Philharmonic. Since Septem-
ber 2022, she has held a professorship in solo singing at Kyung Hee University in Seoul.

Eleanor LYONS

Soprano II
IV/7 -S4 VX
vFS/ 1

©Live Photography Australia
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Eleanor Lyons studied at Sydney Conservatorium of Music, RNCM, UK and Mariinsky
Academy for Young Singers. She won various prizes and competitions including the 9th
International Obraztsova Competition. Eleanor has appeared at opera houses such as
Semperoper Dresden, Hungarian State Opera, and Vlaamse Opera. She has performed

with orchestras including Orchestre des Champs-Elysées, Rundfunk-Sinfonieorchester Ber-
lin, City of Birmingham Symphony, and Budapest Festival Orchestra.
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Ayaka OKI

Soprano I

RlsF E

vF3/ 1

©T. Tairadate

EFRPUEREE, RRBMAZAZRELTRE. STRAFEET. T
FERMFTBAREREICL) Z2—I—TJ THEZRD. RERAVYHRHIVTI—ILE
1. BASEIVT—IVEZEEPIEIML, 7—TANSRBZRFCH[TSIvITVIRE
XTFATPHEDEZ W, 2023F(CVO - PILNLTEULDR] (F2703—R) #UU—2X,
202505 [BVBERDEBESR] (EMHBEE PEDOLED) OEFEIHICHE,
2025 F5RELERE,

Born in Aomori Prefecture. Ayaka Oki completed her master’s and doctoral studies at
Tokyo University of the Arts. She won first Prize at Yuuai German Lied Competition. In
2023, her album Dearest Night (King Records) was selected as a Specially Recommended

Disc by Record Geijutsu magazine. Since 2025, she has served as Music Director of the
Blue Sea and Forest Music Festival in Aomori.

Mihoko FUJIMURA

Mezzo-Soprano I
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©R&G Photography
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Mihoko Fujimura is one of the most sought-after singers performing internationally. She
was the first Japanese singer to make her debut at Bayreuther Festspiele in a major role
and returned to the festival for nine consecutive years. Since then, Fujimura has
appeared opera houses including the Metropolitan Opera, Teatro alla Scala, and Wiener

Staatsoper. She has also performed with orchestras including Wiener Philharmoniker and
Berliner Philharmoniker.



Hiroka YAMASHITA

Mezzo-Soprano I
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Hiroka Yamashita completed her undergraduate and graduate studies at Tokyo University of
the Arts and has completed all required credits for the doctoral program. She won first prize
at the 92nd Music Competition of Japan in 2023. She has previously appeared as Angelina in

La Cenerentola with the Fujiwara Opera, Arato in Toshio Hosokawa’s Natasha (world pre-
miere) at New National Theatre, Tokyo, and Prince Charmant in Cendrillon at Nissay Opera.

Magnus VIGILIUS

Tenor
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The Dane Magnus Vigilius studied at Royal Danish Academy of Music in Copenhagen. In
2014, he won second prize at Lauritz Melchior International Singing Competition. The
season 2021/2022 offered no fewer than four Wagner-role-debuts at Bayreuther Fest-

spiele. Vigilius has performed opera houses including Oper Leipzig, Opernhaus Zurich,
Deutsche Oper Berlin, Semperoper Dresden, Royal Danish Opera, and La Monnaie.
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Birger RADDE

Baritone
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Hailing originally from Northern Germany, Birger Radde studied at Music Conservatories
of Dresden and Leipzig, as well as Yale University. He has appeared at Wiener Staatsop-
er, Badisches Staatstheater Karlsruhe, Teatro Comunale di Bologna, Opéra de Monte-Car-
lo, Bayreuther Festspiele, and Maggio Musicale Fiorentino, among others. Radde has per-

formed with orchestras such as Wiener Philharmoniker, Gewandhausorchester, Séch-
sische Staatskapelle Dresden, and Ensemble Modern.

Hidekazu TSUMAYA

Bass

ZEFHA

NZR

©Takefumi Ueno

BRREATAFEE, BRZFRET . 51 VAETBUBRIODAI—IL - R VERE!
SOEBRFZHD. NVUVEIREISE. NIV - RAY - FRSBECHEL .
WTIEREILAEG. BRTFEIE. —fx. BEEIE. ODHR—ILRETER. INET
([CHBEUICA RSIFBORIEEUIRIF 10012, NEMIF1000@7ZBZ 5, 24020
ZRTE. FIMOVVRHE. F/20FMBERHHNZAEEZRE, KREERE,
Hidekazu Tsumaya graduated from Tokyo University of the Arts and obtained his
master’s degree at the same university. He was a permanent singer of Oper Leipzig and
Deutsches Nationaltheater und Staatskapelle Weimar. Tsumaya has regularly appeared
at New National Theatre, Tokyo, Fujiwara Opera, Nikikai Opera, Nissay Theatre and

Biwako Hall. To this day, Tsumaya has given more than one thousand performances, sing-
ing approximately one hundred roles of over 80 operas.



New National Theatre Chorus chorus
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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
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Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orches-
tras such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Phitharmonic, 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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The Little-Singers of Tokyo: chidrens chorus
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The Little Singers of Tokyo (LSOT) formed in 1951 with the concept “for Japanese chil-
dren to sing Renaissance works” . The founding spirit continues today with a repertoire
focusing on authentic choral works based on traditional European music. LSOT covers a
wide range of music from Gregorian Chants to contemporary works. In addition to the
regular concerts held twice a year, LSOT has made 34 overseas concert tours. They have

also appeared with many orchestras and opera theaters at home and abroad, and have
performed with maestros such as Abbado, Luisi, and Muti.

Hisae HASEGAWA

Chorus Master
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Hisae Hasegawa is Principal Conductor / Artistic Director of the Little Singers of Tokyo.
She has conducted self-promoted concerts and overseas performances and also succes-
sively served as a chorus master of various outside performances including operas. She
formed Chorus LSOT and a choral ensemble LSOT Kammerchor as well, expanding wide-
ranging performance activities.
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Program notes by Robert Markow

Mahler:
Symphony No. 8 in E-flat major,
“Symphony of a Thousand”

PART I: Hymn, “Veni, creator spiritus”
PART II: Final Scene of “Faust,” Part II

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

A performance of Mahler’'s monumental Eighth Symphony is always more
than just a concert; it denotes an event, an occasion, a summit of some sort. This
week’s performances mark a double anniversary: the 60th of the Tokyo
Metropolitan Symphony Orchestra and the 90th of Eliahu Inbal, Conductor
Laureate of this orchestra.

An aura of special glamour has surrounded Mabhler’s Eighth Symphony ever
since its premiere in Munich on September 12, 1910. Merely the sight of the per-
forming forces stimulates grandiose thoughts — a stage crammed from side to side
with ranks of singers in three choirs (two adult choirs and a boys’ choir), a mam-
moth orchestra with extra contingents of brass, an organ, and no fewer than eight
vocal soloists lined up at the front of the stage. The music’s joyful, visionary mes-
sage and sense of achievement following struggle contribute further to its appeal.
The work exists virtually in a category by itself: it is surely more than a symphony,
yet it cannot be called an oratorio or a cantata either. Without staging and cos-
tumes it is also not an opera. Perhaps one could call it a music-drama symphony.
Mahler wrote: “Imagine that the universe bursts into song. We no longer hear
human voices, but those of planets and suns that revolve.”

The premiere, with Mahler conducting, was a splendid occasion marked by
tremendous enthusiasm, an ecstatic audience of 3,000 that applauded for thirty
minutes, and success won over innumerable obstacles. It was, in short, the high
point of Mahler’s tempestuous and difficult career. The subtitle “Symphony of a
Thousand” is totally apt, as this number really did take part in the first performance
(1,030, to be precise), though the appellation was concocted by the impresario Emil
Gutmann as a publicity stunt.

The two parts of the symphony reveal enormous differences. The text of the
first part is in Latin, that of the second in German. The first is in a quite strict sona-
ta-allegro form while the second is a kind of free fantasy closely following the text.
The choral and vocal work in Part I is that of a solid and exalted mass; that of Part
II is often unreal, highly varied, as if coming from another world. Part I is monu-
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mental, while Part II is mostly quiet, intimate and mystical. And yet, despite the dif-
ferences, a strong sense of thematic unity infuses the two sections. “Cell motifs”
carry over from the first to the second part. In basic ideology too, the two parts are
related by their textual message — man’s longing for eternal life.

The Latin hymn Veni, creator spiritus, employed in Part I, undoubtedly rep-
resented to the composer not just God or the Holy Spirit, but an invocation of the
divine spark of creative activity.

The symphony opens with a tremendous outburst - a fervent appeal to the
“creator spiritus.” This opening hymn is stated by both full choirs and tossed back
and forth between them. At the words “Imple superna gratia,” the solo singers are
introduced in a new key. A brief re-statement of the “Veni, creator spiritus” is fol-
lowed by an orchestral passage in preparation for the softly-intoned “Infirma nostri
corporis” (D minor), which is accompanied by improvisatory-sounding violin solos.

A new section, in quicker tempo, features nervous fragmentation of the
“Veni” theme in muted homns. The feeling of awe and fear is heightened by the use
of tolling bells. Seven vocal soloists re-affirm the text of “Infirma nostri corporis” to
new thematic material. Suddenly, at the words “Accende lumen sensibus,” there is
a terrific outburst from the unison double chorus in E major, accompanied by full
instrumental forces. Next a short passage conveys a sense of fierce rage through
repeated downward scales in the strings while the vocal forces engage in energetic
proclamations. The longest section and climax of the movement consists of an
extensive, complex double fugue ( “Ductore sic te praevio” ) in which Mahler
exploits his contrapuntal abilities to the hilt. Eventually the soloists once more
come to the fore ( “Da gaudiorum praemia” ), and the final pages of Part I are
marked by a crescendo of enthusiasm and a “rush to the finish,” with all the choirs,
the organ and full orchestra pouring forth massive blocks of E-flat major chords.

Part II opens in striking contrast to the jubilant outpourings of Part I. The lon-
gest passage for orchestra alone occurs here - a highly atmospheric symphonic
description of the lonely mountain landscape imagined by Goethe for the final
scene of Faust, Part II. The short melodic idea played by the cellos in the opening
bars is actually just a minor version of the “Accende lumen” of Part I. The music
begins in a mood of hushed reverence, but later becomes restless, even anguished.
Listeners familiar with other works by Mahler will probably find this passage the
most characteristically Mahlerian in the whole symphony.

At long last, the first choral entry arrives, heard in the hesitant, tentative voic-
es of the Anchorites (hermits). The sublime, mysterious music suddenly turns
brighter upon the entry of Pater Ecstaticus, who describes his mystic ecstasy in fast-
er tempos, greater urgency and rising melodic lines. A brief trumpet fanfare pre-
cedes the text of Pater Profundis, whose music is characterized by widely ranging
lines and many leaps. Nervous, improvisatory lines in the violins and yearning horn
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calls accompany the singer’s passionate cries “from the lower region.” Two light-
weight choruses — Angels and Blessed Boys - enter separately and soon afterwards
sing simultaneously, welcoming Faust to the upper spheres. The next chorus is for
the Younger Angels ( “Jene Rosen” ), a passage that inevitably recalls the sound
world of Mahler’s early symphonies and songs in its smooth, graceful, lively quality.

Following an orchestral interlude come the More Perfect Angels ( “Uns bleibt
ein Erdenrest” ), whose accompaniment again involves the rhapsodical, improvisa-
tory solos for viola and violin. To a theme heard first in the woodwinds back in the
orchestral introduction to Part II, Young Angels sing a sprightly, faster and more
brightly-colored phrase ( “Ich spir’ soeben” ) and Dr. Marianus “from the highest,
purest cell of the mountain” sings a hymn to the Virgin in grandiose, sweeping
lines, echoed by a solo horn. Then comes one of the most magical moments of the
entire score — an ethereal violin theme with gentle ripples of harp accompaniment
gives a vision of heavenly beauty. The chorus welcomes the appearance of Mater
Gloriosa as she “soars into view.” Three saints each sing a passage of sacred scrip-
ture, finally joining in a trio.

The last soloist to enter is now heard: Gretchen as a penitent. Mater Gloriosa
calls Gretchen up to the higher spheres dolcissimo ( “Komm, komm” ). Dr.
Marianus praises Mater Gloriosa effulgently to a hymn-like melody, while the cho-
rus softly beckons Gretchen upwards. Celestial harp arpeggios complete the picture
of heavenly bliss. The music gains in force and breadth, with lines soaring higher
and higher. The end is in sight, but before the final apotheosis comes a brief, sur-
prise return to the mystic realms suggested at the beginning of Part II. This is the
Chorus mysticus, music of sublime beauty ( “Alles Vergdngliche” ). Solo sopranos
carry their lines to the top of the range; power, grandeur and intensity continue
unabated until the joyous “Veni, creator spiritus” is heard one final time. In a blaze
of glorious sound, the massed choirs, organ and full orchestra bring Mahler’s colos-
sal Eighth Symphony to its conclusion.

For a profile of Robert Markow, see page 54.
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Music Director of Orchestre National de Metz Grand Est, David Reiland was given the
title of Principal Guest Conductor of Sinfonietta de Lausanne and "Schumann Gast” at
Dusseldorfer Symphoniker. He studied at Conservatoire royal de Bruxelles, Ecole normale
de musique de Paris, and Universitat Mozarteum Salzburg. He previously served as Assis-
tant Conductor at Orchestra of the Age of Enlightenment, Music Director of Orchestre de
Chambre du Luxembourg, and Music Director of Korean National Symphony. Reiland has
performed with orchestras such as Gewandhausorchester, Konzerthausorchester Berlin,
Belgian National Orchestra, Orchestre Philharmonique Royal de Liege, Orchestre national
du Capitole de Toulouse, and Orchestre de la Suisse Romande. He has appeared at
opera houses including Grand Théatre de Geneéve, Oper Leipzig, Opéra de Lausanne, and
Komische Oper Berlin. In 2021, he was awarded the title Chevalier dans I'Ordre des Arts
et des Lettres. Since 2023, Reiland has also been teaching as a Professor of Orchestral
Conducting at Conservatoire royal de Liege.
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Fanny Mendelssohn-Henzel: Overture in C major
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Mozart: Piano Concerto No.27 in B-flat major, K.595

I Allegro
I Larghetto
I Allegro

K& / Intermission (20 %)

Va—VY  REMETIE ZOKH op38 (F) 629

Schumann: Symphony No.1 in B-flat major, op.38, “Fruhling”

I Andante un poco maestoso - Allegro molto vivace
I Larghetto

Il Scherzo: Molto vivace

IV Allegro animato e grazioso
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Till Fellner’s career began in 1993 when he won first prize at the Concours international
de piano Clara Haskil. He has performed with orchestras including Berliner Philharmoni-
ker, Wiener Philharmoniker, Royal Concertgebouw Orchestra, New York Philharmonic,
Boston Symphony, and Chicago Symphony. He collaborated with Abbado, Blomstedt,
Bychkov, Haitink, Harnoncourt, Nagano, Nott, and K. Petrenko among many others. In the
field of chamber music, Fellner regularly collaborates with violinist Viviane Hagner, tenor
Mark Padmore and Belcea Quartet. Over the past few years he has dedicated himself to
two milestones of the piano repertoire: The Well-Tempered Clavier of J. S. Bach and the
32 piano sonatas of Beethoven. He performed the Beethoven cycle from 2008 to 2010 in
New York, Tokyo, London, Paris, and Vienna. Fellner is an exclusive recording artist for
ECM Records. He teaches at Zurcher Hochschule der Kinste and Universitat fur Musik
und darstellende Kunst Graz. In 2019 he was jury president at the 62nd Ferruccio Busoni
International Piano Competition.

2/23 C Series

45



46

2/23 C Series

TP _— - AVTIR ==~V E)b:
Feih /\&

TPZ— - XVFIIWRY ==~
E—UwY - STIIL - AwRYNA L (1800 ~ 82) [CLDHEE
WY 18426

Ty == s AVTIAY —=r=ATE) (1805 ~ 47) I£1805F 11 A 14HICNY
TN TEEN, XV ERDERBLERIYOEME - 7= ANTHD,
1829FIZRA Y NERERDTANAIL - ANV (1794 ~ 1861) EAEMELZ
2, T7Z— - AVEILDZTHHIENT WS,

BEIPOET ) OBHNOFIIEEEZ T4, CBOBEEEREI) L—Trk-
NIUH— (1777 ~ 1839) ITEF7 )%, =)L+ 7U—KJk - Yz L¥— (1758 ~
1832) IZfEHiIZHIE. SHVEPOBFRERELTCOT HERMESE. mMH11823
FIIADIAVTNVAT — VRO [HBREEX| ICHTIIVT R« AVTIVAY —
(1809 ~47) LEBICHITE, COEBRRII. 71UV I ADEED /- DL
EFHBEISEAOICTU/ U EEREOERREEILLH A EHRBEDO R EX
WHED oM, T —ZFDBEETIVALOET ) HEME2ER, 72Uy
ZADOET IGFRMAERE (BSEL) L2807/ 0DOHBEMEAEHRH. ZL
TR—=b =Tz OET7 /) HEME1F. Hi4HE. E5F(EF) 5E2HBEL TR
BEPOIREINIEND (2B, HESEXIMPBE-/21823F4A 1 1HICIENR—
=Tz D7 I HEMELIFOZODONT Y 7HEHLTNS)

ANY CEBNRRTATY - NN L—bTqk - Ty - R=h="Jz, ZLT
BTV I ADBEERZL, BFICENRFATY - L—F Trk - T2y T R
LEMITT7r=—1d, ZHEOEREZEERELT, FLEFICIHETESOD
EFEHEELTEEICODEZ> TR EF3EE0I12. HHELNYNPR—h—"T
LBVWEEERZ AR EZHEAH L, LAl HEoI—avw SfEIcB0n
T, wEDPBEEHRELCERIAZEICHLTEENLEERIIRE®RL, 77
Z-LFLRERE ORI EIN TV, RINAANLLIIEFREESNZT 7
Z=DEIRLBEERELT (6D DH M) op. 1z L-DIF. FEDHTLE,
1846FIE->THhEDIETH>Tce D7D (—EHOHAMIIB T YT AL E

2/23 C Series



THICHBE SN TWEIZWE) 772 —DERIZFDIZEAEPERNICHR ST
BT EZLEH>TLEST,

TP Z—WAIFEDEEDHVZICFEHI-ERIE. EfeETU2I24504H
Dlbo #0¥HEB2AHM250M% WA HO TS, EEFBENLET =X
FCHo7-T77=—IF {14 (Das Jahr)) ([120%&E/NG] ORIEZSH DA,
[Postlude] Z2& T 137 55) ZIZLHETEHET ) D= DEEIEZ ZHFH
FTWEP, FO—FHT AT =5 HERT) T s EDEZREEEDE R,
E7 )V FIPOoREL RN ERHAESRRCRRECEIETHLIET
ZEEHOEHFHop. 1LV ERNRORZREE . ZEETTFI/EHL TN,

(FHNEF) 1218324, fFHiR26B0EXICE PN T7 = —l—DEK
i, SHRNEICEFSN. 4ATEA»L5H EAICATTRESNZHE. 1834
FOHISHOHR T RAT —Zb Y a ¥y MIBERER DA N—512&>T
MESNZ. BHRICITONIZUN—TIUZBWT, 77— —I3EEZE D L Ay -
TITIA - LT (1789 ~ 1868) IMBESNTAIEZIEELTHBY., BIZ [ZD
HZ2ESDICHE T, IFEAEEBL TV BD /=D TCETHEEAP 72T |
(1834F6H11H. 7w I A%8) EHUTICHREL TV 5,

HIZ7 85T, 4003\ FORBRIPZFETIEES. FMERADSTrAF
VACEBI6DBEROEM /Syt —2 (FLra- 71BN THHETISN, by
TFAOBETEFIVZRELE, IV 74— (RDOIDI) ICEUTHERD AN
HEIFEDPREREING, ERIVFYEXTEPNTED, FDETIvIR
DERICOET AR MBS/ E2EE ST 7 A A AN/ N D BHERIZ R —h—
T fEREERSELREIZEITBY. Bl1FEHE,»Fa. E1Tr14)
Uy RV ERTFESINTVL, ZLTFREREODERZHERAVWCEBLLE
HTHBEHICAD, MEBEFE2E(ZMAO2OW-7/2%. BEBITEL/2HT0—
FTHREEN S,

(REHE)
EEBEEF 1 18324E3~58
| JE 183468158 N)WUY ARRSR - TPRITFTOR - UEILTIEE

BB TIV—h2, F—IRI2, ISURYR2, T7IYR2, TILV4A SSURYR2, T4V,
S5

E—V7)U:

77 /R ESE278E ZOKH K.595

F—AN) T DBE T4 — > CIHEB LTIV TH YT - PIT IR - F—Y7)Lh
(1756 ~91) 1Z. 10fRDEPSFFEIICET /HEMEEVTNT, BIZ1784

2/23 C Series 47



|

—p— i

2/23 C Series

ENSI6FEDIE/MICIE. EIZI28 (B 14BN OE25HFFT) 2RMLT V5,
ERmZEFHIEZES (FREZED. TN —EDOANBUIET HLEELDFES
N2) THEBETAZLIIS>TELRPRAZBTCVWLCORHOE—Y7LMNIEST,
7/ HEMIE. (FRELTOENEEEZRELTCORmATIZ—EICRE52ED
TEBEF DR o7,

L2LZOBEOE., 1791F12HICELEAETOSERICE—Y7ILIE
WeET BEMIE. 1788F0E26%H (BER) L1791 FEDE27HEODLT »
28172, CNUITIZIERD BB, A—AN)TEMAEDEFICEIAETEITIMA.
E—VYrLMEEDARETOHD, FTHPEELEL>TLESDE, Ll
BIVAYYx (1762~ 1842) DRZ G ELH>TE—Y 7L ORFFRIIIE
fb. BEIIEITVR HiE, WAZELTLOICSESELITHEZR A%,
FARH, BAEPBUOCT HBEMTRAZEONZVWDPEVIERELSTE
PNT=DOH. ZOE27E 5T

E2THENTRLUIZDOIZI791FE1ASH. E—Y 735K 10 rHEVNHE S
THEEZL] F ATz FAEDITT, COHDBAILHEZSEEDD DS
I, HoTWIEERODIFTESNBIENZ W, 1272, SEEOME T,
DNTWAHERPS, FBIRZIXIT7ESFEI2HPSBE2HETOMICT TIZE
FHROONIZZENDI->T VWS, Foy E—Y7LIDEFTADPEN T HDIETDE
OEDIFET, E27FEZEMU T BT ATEE FRIL Tz &IEE 21200,

MEITZFOEIRARIATONIEZBZSNT WD, 7272, ZOEERIZ. E—
Y LVEEE TR, BORATH-127 VRV NEEDI—ET - R—7 (1744
~1812) WEETBHDE o7z, £y THUZE—Y 7L ABRDOEZRAICHIE
LizBBR OB LT,

FI1RE FLJO ZuEH 45047 VFIER BEISINEE
BINTHE BlT7AFTIUDERBOINER2H->TEIFELET. HFO0T,
BCLKELT 7 AV BTN —hEMFELOOBMALE2FELE TS, BHET
WBELIEELIPWbDND, TSR o Ry b NS B BB LN TV
WZELHY, BERITBERPLERPZENTHS. BERFOEHEZIILD.
FOMRWFERITFTRICEZZE5ITVWAY., . COMzE&TBRED
TERDORELRFGEBELS>T VD, BB B IRELEIREDOANT VU7X E—Y7
LEEEDEBNWZLDDESTVNEDT, FEAEDBEFNIHINS,

F2RSE S)LYvYN EAEH 20027 ZHERX #EorazEze
T B@S7-DERRDIRT FEERITHL, FREOFEIIRRE#HEZ N HD. BRLT
WEWDE TR LTS,

E3RE rLJO ZuEH SHo6MF ariExX orNEREN.
BHEOZVWIFIERERZEHTES, BEPrREITEIR. Tl (EAD
Ehn) K.596&IFITRUIEESED., chid. 7/ mEir ot Sh

48

2/23 C Series
2026-02#3% v16_CC2025_Z p22_44_46_51_59.indd 48 2026/01/26 17:24




TeEEZONT N5,

YERBEF(X 1 1788~ 17914 1H5H
7 EI791F3B4H0 BB H3) vr—
REBRA : TIV—h, F—RI2, TrIwb2, MILV2, FKESE, =T/

a1—NX
TEME1E ZOKRA op. 38 (B)

REMEIF (B I, O - 22— (1810 ~ 56) A1 841 52/ L-H
BHOZREBHTH S, 21— IL1832ENLBEII/IT CREM NI (VT
HIRER SRR OVEMICEND T % & R T RO E R ANEICHRER L T 25,
FNODRAITRINDZ LI TLES TV,

EMEG5T-DIR. TTY v a—NIUN1797 ~ 1828) DAZE I NEF (-
JL—hF) DO44EDHEVESTz. 1839F 1 Iy —VITHEL TWzIFIC,
Ta—NRLVMDRTIVF4F b 2=V (1794 ~ 1859) Dbk %EEifr:
A= E FITCY L) OEEEE R OIF, T4 VDT VT A
AUTFINWAT =2 (1809 ~ 47) ICHE L THERETAEIELZ. Ya—< DES
WEHH>TKY - ZFL—MIZ3A21BICAV TR — v RWBSA Y k- 577
VI AEREFOBERTHESN (T 2a—~NUhD AT 826 FICHIENTT
DD bH2) M. WEITHAEHRPBLIEFHALLKIEEOHES WD
Ja—vYDEMEBEMERWVICHIM LI EEEEWEWESS, F18404F,
V-V BEBOE 755 - a—<> (1819 ~ 96) ICHEF-EES# (3
LTDTEY 0p.25% (FEADZEY op.48u DI DEEE2 ZHEAHT—F
Ty NEROREMOIEHBHAT NS,

HI—DDREE 2 -7 DIE. FEMFEDORATHOFEADTEILT « XbH—
(1815 ~70) DFFTH B, 7I77H [FEHBHEL ICBWT [ROFPZOEROR
HWDESPTERDEL] EFELTVRAEDIT, Ya—T V@RI —DEERAL
BOFE., BICZFOREBD2T

O wende, wende deinen Lauf, BBEZL, BRALEBEDOHHE,
Im Thale bliht der Friuhling auf! ARICEPTERNTNS |

ICERBEE T, FieREMOEHEZMABL: (REMOEIRBETHETHILIE
R URYIPITRVIED HEVR—FED AL, ESICCOFEDOFHEORB DT
&—ﬁbfl/)é) o

2/23 C Series

49



50

2/23 C Series

Va—vr0 [REHE] &b, FMRPAEICEFLAEDIZ1I84141H23
HDOZ &0, bIr3A%O1A26HOMIITRELS [REHATER] LFEE
NTBY., EHRPEINEEFNEZLS>T—RMKICKAIED A r v F 24 £ 7z
ZEWIPBOND, FDHK. EMIZLIHA27HBPS2H20BIC2TTH—F AR —
varvaniztg, 3AI3AKMPITIZIVIA - AVT LAY =D ELEEX
TeET DS, DWIZ3A3IH, Y2a— 7 rOR &I NEIMEEHORZEH/HIZTA
4 - I UINTRITTAYTIVAY = DB THIES NIz,

BB, Y- AREY). RMEOEEEIC [FOMHEY (Frihlingsbeginn) |
[4~ (Abend)] LW (Frohe Gespielen)| [#&##& (Voller
Frihling) | EBL TV CNSDIZBIIAERTICHIBRS . FIERICES SR
SRR THSNAEICB L THEBHSNT IR D> TWV5,

fERII BB -2 D4EBBERRTEIPN TS,

LIRS FUIUT DY -RA-XIANY 4504\ F~7L70 E
k- Jqd7—F1 4575028F ZulRk#H LROEVM-FHEIESPIC
HONTIHESFRMNEZOVFYERERE RN EEFOEI ZTEIIEY
B SEEHINZBOTHD, IRV NT 7T VIPIE P ARIFICHR
IRTAE2EELEE I EEE) ALOE CEFEITE IOV TS,

E2RE SILSvh 8FD3MTF EAREHR FIIrAAVUNERDLD
CHEGHARNEZHSHLUTRERIFEROBHREE. o R—rPFa7—UE
DEZTROBEODEEFHEEZTETHE. TOFERYNDELLIFEIRE
ANABo

EIRKE RTIWYH/EILL-Iqdr—F 4DO3\T ZEH X
BORDLOICTESNTWEEEZPDELL, 220864 (FhREER) %
EIAHABACADSHAER (B=MAL/ C=NIFMICLB AT LY+ FE,

FARE FLIJO-FIR—h-I-J35YsFd—Y 27502F ZEuEH
FEEFECEZHAIRV I IERO T4 —LEE, E1XEIELT7 14V
VISR THEDPLEER. RERBVRIRIIE2FEII T 2—< 218384
IAEL7-ET Vi (774 ALY T —F) op. l6HiO FBEELLBI-T7L—XT
HY. BEERIIISFAREFEZHHROEFZ2HA D OHINTOL,

(RHEHE)

{ERBEE(L 1 18416 1~38

g E:I184143831H A4V«
TIUYIZ - XUFIAV—VIEE A Yrk - SO7 U NN\DRERES

R TIL—R2. F—RI2. ISUxwh2, TJrOvh2, b4 SRR, hOVR—
V3. FAVISZ. RSAT VT, HEESE

2/23 C Series



2/23 C Series

Program notes by Robert Markow

Fanny Mendelssohn-Henzel:
Overture in C major

For a portrait of Fanny Mendelssohn-Henzel, see page 46.
Fanny Mendelssohn-Henzel: Born in Hamburg, November 14, 1805; died in Berlin,
May 17, 1847

Like her younger brother Felix Mendelssohn, Fanny Mendelssohn-Henzel was
a highly accomplished pianist and a fine composer as well. If her skill as a compos-
er was not quite on the level of Felix’s, Fanny was still one of the foremost women
composers of the nineteenth century, but being a woman, her talents and abilities
were not acknowledged on the same scale as her male counterparts. Even her own
brother discouraged her from publishing her compositions on the grounds that this
was not a suitable occupation for a nice young lady. At the age of seventeen she
fell in love with a painter named Wilhelm Hensel, but much like Robert Schumann
and Clara Wieck, parental disapproval kept them apart and made marriage diffi-
cult. Only six years after they fell in love did they marry, and that was when Hensel
became curator of a huge art collection. The marriage was a happy one, but Fanny
died young, succumbing to a massive stroke at the age of 41. Felix was so dis-
traught that his own death followed six months later, due certainly in part to grief
over the death of his beloved sister.

Fanny’s output was considerable, consisting mostly of songs, piano pieces
and chamber music. The overture on today’s program is her sole purely orchestral
composition (there also exist some choral and vocal works with orchestra). It was
written probably sometime between 1830 and 1832, and published only in 1994 by
Furore-Edition in Kassel, Germany. The ten-minute Overture conforms closely to
most other works of its kind by Schubert, Weber, Schumann, or Felix Mendelssohn.
It opens with a slow introduction (“not so much starting as awakening,” as
American composer and conductor Joseph Bozich put it.) This leads into the
Allegro di molto main section, laid out in standard sonata form with two principal
themes (the first energetic, the second flowing and songlike, both presented by vio-
lins), a development section, recapitulation, and majestic coda.
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Mozart:
Piano Concerto No.27 in B-flat major, K.595

I Allegro
II Larghetto
Il Allegro

Wolfgang Amadeus Mozart: Born in Salzburg, January 27, 1756; died in Vienna,
December 5, 1791

This work marks the conclusion of Mozart’s long list of piano concertos — 23
in all (plus four juvenilia works that amount only to transcriptions of other
composers’ music), of which well over half are masterpieces, and which collectively
represent the genre Mozart enriched to a greater extent than any other save opera.
It was completed in January of 1791, the year of his death. Mozart wrote the con-
certo in Vienna where he had been living for the past ten years, but fame, prestige
and what small financial success he ever had there were all gone now. Mozart gave
the first performance at a concert on March 4, a benefit performance given at an
inn to a modest audience. This was to be his last appearance as pianist before the
Viennese public, and one cannot but shudder to note the address of the venue
where this event took place: the Himmelpfortgasse (Heaven’s Gate Lane). Mozart
scholar Alfred Einstein has remarked that “it was not in the Requiem that Mozart
said his last word ... but in this work, which belongs to a species in which he also
said his greatest.”

With the benefit of hindsight, it is tempting to view this concerto as a mes-
sage of farewell or a valedictory statement. True, it is suffused with melancholy
and the serenity of resignation. Mozart was in the depths of despair when he wrote
it. He was no longer in demand as a pianist. Students dropped away. His wife was
often seriously ill. His finances were in disarray. Yet there is nothing of the torment,
the struggle, the mighty grappling with Fate that would mark Beethoven’s music
just a few years ahead, either in the music or in the correspondence. But despite
the heavenly visions the music evokes in some listeners, its composer could not
have known he had but ten more months to live, or that it would be his last work
in the medium. In fact, as some observers have noted, it might be regarded instead
as a harbinger of a new direction in Mozart’s style, one with the restraint, sublima-
tion, simplicity and expressive refinement we find also in other late masterpieces
like The Magic Flute and the Clarinet Quintet.

The first movement is notable for the consistency of character that pervades
its four themes rather than for the more customary contrast one expects to find
between them. As in the G-minor symphony, a single introductory bar of accompa-
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niment figuration instantly sets the mood for what follows. This movement’s devel-
opment section is of special note for its traversal of no fewer than fourteen differ-
ent tonalities within the space of just a few minutes. It begins with a quiet state-
ment of the opening theme by the solo piano in B minor, a key light years away
from the home key of B-flat major. Thereafter Mozart keeps us in a state of con-
stant alert with every new harmonic shift, many of them of startling abruptness.

The Larghetto alternates piano writing of almost chaste purity with some of
Mozart’s richest orchestral sonorities. The piano part looks, on paper, so simple, so
“easy” any intermediate student could play the notes. However, to do justice to this
music, one is reminded of the adage that Mozart is the easiest composer to play
badly and the hardest to play well.

Like many of Mozart’s concerto finales, this one has something of the spirit of
the hunt in it, but it is a gentle hunt, not intent on pursuit and trophies but on the
simple joy of a gentle canter with trusted friends. A cheerful refrain alternates with
several contrasting sections. Mozart used the main theme in a song he composed
about the same time entitled “Sehnsucht nach dem Friithlinge” (Yearning for

Spring).

Schumann:
Symphony No.1 in B-flat major, op.38
“Frahling (Spring)”

I Andante un poco maestoso - Allegro molto vivace
II Larghetto

I Scherzo: Molto vivace

IV Allegro animato e grazioso

Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich, July 29, 1856

In a burst of creative impulse, Schumann sketched his entire Spring sympho-
ny in a mere four days in January of 1841 and completed the orchestration a
month later. The first performance took place on March 31 with Mendelssohn con-
ducting the Leipzig Gewandhaus Orchestra.

One cannot fail to question the appellation “Spring” for a work composed
entirely in the dead of winter. However, the vernal association in Schumann’s mind
was not a calendar season but rather a personal, emotional springtime — a season
of romantic ardor, high spirits and creative exuberance. He had married Clara
Wieck just four and a half months before he began work on the symphony. A fur-
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ther, more tangible source of inspiration is found in a poem he had read by Adolf
Bottger. The last line reads: “Im Tale bliht der Frihling auf!” (In the valley spring is
blossoming forth!), the words of which correspond to the opening fanfare of the
symphony. Schumann asked that it be played “as though it were from on high, like
a call to awakening.” It serves as the principal theme of the movement’s main
Allegro section as well, and its energetic, rhythmic pattern remains prominent
throughout. The lyrical second theme is heard in the woodwinds.

The Larghetto movement has the quality of a tender cantilena. Violins intro-
duce a long-breathed, gracious theme that might well deserve the description “of
heavenly length” (thus returning the compliment Schumann paid Schubert’s Great
C-major symphony). When the theme returns near the end of the movement, it is
rescored for solo horn and oboe, a particularly felicitous blending of tonal colors
that Brahms was to exploit also in more than one passage in his symphonies.

The Scherzo includes two Trios which contrast with each other as well as
with the adjoining Scherzo. The first of these Trios is of unusual length — 182 mea-
sures in relation to the Scherzo, which is only 96 measures, including repeats.

With scarcely a pause after the Scherzo, the finale is heralded by another
fanfare whose motif returns in various melodic and rhythmic guises throughout the
movement. A sprightly first theme in the violins and a vigorous second theme for
woodwinds and strings in the minor mode constitute the movement’s main musical
building blocks. The symphony ends with joyful abandon and a sense that all is
right with the world.

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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