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Kazush| ONO

Music Director
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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra
(Artistic Advisor from the 2026 season and Conductor Laureate from the 2028 season),
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. He was formerly General Music Director of Badisches Staatstheater Karl-
sruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica
Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music Director of
Barcelona Symphony. Ono has performed with orchestras including Boston Symphony,
London Symphony, London Philharmonic, Gewandhausorchester, Frankfurt Radio Sym-
phony, Orchestre de Paris, Orchestre de la Suisse Romande, and Israel Philharmonic. He
has appeared at opera houses such as Teatro alla Scala, the Metropolitan Opera, and
Royal Ballet and Opera.
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Subscription Concert No.1038 A Series

‘ ERYILALE

2026ﬁ53ﬁ 4EI (K) 19:00R8&#

Wed. 4 March 2026, 19:00 at Tokyo Bunka Kaikan

EiE @ j(@%ﬂ]i Kazushi ONO, Conductor
V7S @ BYIRTF Ryoko SUNAKAWA, Soprano®
XVVTS )/ @ LIFAE Hiroka YAMASHITA, Mezzo-Soprano*
T/—)U @ BIEE L Taka KOMAGATA, Tenor*
g @ %ﬁﬁ%ﬂi%é‘ 2] New National Theatre Chorus, Chorus*
BISEE @ A Kyohel TOMIHIRA, Chorus Master*
REAIE @ HRDEDLZFIEK The Little Singers of Tokyo, Children’s Chorus*
BIE1EE @ RE/I|AEE  Hisae HASEGAWA, Chorus Master*
IV —hv 29— @ IRTE Tomoshige YAMAMOTO, Concertmaster

TURD - U BwFERDOU 016) [BAYRE] (59

André Previn: Can Spring Be Far Behind? (2016) [Japan premiere]

FE2wY— I BED O DR E) K [FEOOVE] o

Debussy: Rondes de printemps from “Images pour orchestre”
A28 / Intermission (20 %3)

JUTY  BEDTEM op.44 * [TUTVRES0FER] @59
Britten: Spring Symphony, op.44* [S0th Anniversary of Britten’s death]

5150 288 35
1. BAZ BEZEWCT 6. XOTZ. MEBIIRERICBL 9. WDARBIFVDHEZIEAS ?
2. BRIy d— 7. XEDK 10. &=L, FreELWL
3. 5. HEGE 8. NDZETEIRITHEZDD 1. &HEESE |
4. D EHE EAER
5. BEDE 12. 747F7—L

T REMEEARREZEXL
&I WP, RRPHUEZRER

@: AL XA L= iRERE B
BhAY : e (FEOEMEHOESE (WRANEEH))

K ICHF MYATBUAABARE M EIRER
R ARSI FEDR- TY .
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Ryoko SUNAKAWA

Soprano
BILRF
vrS/

©Yoshinobu Fukaya
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TASIUFP THOEERD, (4L T7x4ETOUT—F ] 94 NVO—)LCTHEIIESIC
FE1—. ZOBRDMLCDNEICHBEZRIT. ZORDCEBESNREFEICEHNET
iz F T2,

HETIFNNIILEOFE[by—T VRN BEBUEINRA]. UD#iR—IL [ DES]
[PEEE] . FEENS (Vv - AFwF] [HILXV] [BOWE] [EBH). RER
UEUb I — [SRI—A). ERI«IIT7IVRAIYT]. BRIFEIRI5ER] T4
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TUE. SUFNDODHBELHZ L, MREELHEHS., BEHEEEES, REFESEAZF
B

Ryoko Sunakawa has achieved popularity as a leading soprano in Japan for her solid
technique and beautiful presence on stage. She graduated from Musashino Academia
Musicae and obtained her master’s degree from its graduate school. She also studied in
Milan. Sunakawa won first prize at the 34th Concorso Italo-Giapponese as well as at the
69th Music Competition of Japan. She also won the Zandonai Award at the 12th Interna-
tional Competition for Young Opera Singers “Riccardo Zandonai”. She made her official
opera debut as Euridice in Orfeo ed Euridice at New National Theatre, Tokyo in 2000.
Since then, Sunakawa has earned high acclaim for numerous roles such as Liu in Turan-
dot, Micaéla in Carmen, and Pamina in Die Zauberfléte, among others. Her varied activi-
ties include performances with orchestras, recitals, as well as appearances on TV and
radio. She is a member of the Fujiwara Opera and teaches at Musashino Academia Musi-
cae. She was born on Miyako Island in Okinawa.
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Hiroka YAMASHITA

Mezzo-Soprano

LT E

XIVTS )

©Yoshinobu Fukaya

RREMAZEE, BAZREFET . BRERBETHRAFESAES. £92HA
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2025 (FEMETRAEAOIl [FIVIBDT7UFRZIEHR, HEIBGIF9—v] 75
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T EIFUSD, {XTAT) (LTALAYIREDVURNLTEER,

2026F IF2RICEETHILA V]I A NLO—)LEFEHIZFH. SBRISRE[DY - Try -
rowT ] RIRYS, FIEIIENG [T AD0DRBIE] 7l —/ ZEU2FTE. BAEETH

—— A=
T =B

Hiroka Yamashita completed her undergraduate and graduate studies at Tokyo Universi-
ty of the Arts and has completed all required coursework for the doctoral program. She
won first prize at the 92nd Music Competition of Japan in 2023. In 2024, Yamashita
appeared as Angelina in La Cenerentola with the Fujiwara Opera, and as Suzuki in Mad-
ama Butterfly conducted by Kazuki Yamada with City of Birmingham Symphony in the UK.
She has performed as Hansel in Hdnsel und Gretel, as Romeo in | Capuleti e i Montecchi,
and as Rosina in Il Barbiere di Siviglia with Nissay Opera. In 2025, she received high
praise for her performances as the Composer in Ariadne auf Naxos at Concert Hall Shi-
zuoka AQI, as Arato in Natasha at New National Theatre, Tokyo, and as Prince Charmant
in Cendrillon at Nissay Opera. Yamashita also performed as a soloist in concerts such as
Symphony No. 9, Messiah, and Requiem. She is a member of Japan Vocalists Forum.
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Taka KOMAGATA

Tenor

il A=

T/=b

FRBEF, KEOVY—BEREAZFRETRESLOTOVEHET. Za—1
VIOSURBERY —T AT AL D=RET o KEXAVNIRTBRONDA - 7
RS- IFPI— VT - TP—=FT4R - FOTSLMET, N—CIVEBREREIT—)b,
BRERIVI—IVAE, [V - J7Y - howF | Dz VRTKEICTIO - FE2—,

AEFIEKZPDICIBORR]REU— /| [BLX A TO— [RIVT-TINR—F—
(Stuck Elevator) |E&E. E—VY7ILMNUIA TLYVURNREICHEE, KRNI TO—
T, OBV BILA-IA LA THEENEIND, NI Z—-U—-XENDITTIY
IBRELNDDIERDEIRL. BREIHELITFTVD, SY—XVFEa—R~r T35
IR FRSEFIT VT IFAHBEHWECLD [EvT - 200 LA (Big Swim) | ([CHE
SEIINTA-ARZ-IF7I— [FZA). ZUCTHFREEROVURANELTH—RF—
=)l - FE21—EFE,

Tenor Taka Komagata brightens international classical music with his sincere presence
and vibrant vocal style, performing “with earnest gusto” (The Boston Globe) and deliver-
ing “believable and stunning” character portrayals (Los Angeles Times). Recent highlights
include role debuts as Guang in Stuck Elevator and Nemorino in L’elisir d'amore with
Hawai'i Opera Theatre, company debuts with Pacific Opera Project and Opera in Wil-
liamsburg, performing Goro in Madama Butterfly, and the tenor solo in Mozart's Requiem
with MidAmerica Productions. The 2025/26 season features a role debut as Monkey/Rat
in Big Swim (Houston Grand Opera/Asia Society Texas) and Goro with Opera Grand Rap-
ids. Taka is a prize winner of the Basel International Vocal Competition and the Yokoha-
ma International Music Competition. He co-founded Balcony Series, producing perfor-
mances that bring timeless compositions to new audiences.
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New National Theatre Chorus chorus
FEIIBISSIEE B8

HELBGE. 7R3 NVI, 9V BEIEVWSRKRBEZMOCH DO EH
—OEMABELT, 1997F10RAICHABLIZ. IENRIGGIEFEF-EZBU TITNN
BDHBLDARSRNEDKZBSBREEL CERZRR, B<DX/N—FEKEDIRK
ENEERNZBLTCHSY, BEBEELCOBNIZ VYV TIVEENEENBEER.
RHDHEESIUIATA7HobEVTHEZEEZ T2,

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

2R

BISiEE

RRBMAZEE, BEZESHER. BPREMN. NHHFRZODERXICEHIS, INETIC
BE WRYTA« - TA)b. BRI« REREZEE, 7 XSTRFEILES. R
“Hn. BRIFBIEREDONETREEES. GRBREEEREZHEDTVSD, 2019448
hoHEILRIGGIEEEE,

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

RADFEDLEIERK REar

I-OvNOGHERICEICBERAUBTFENE I 2RO REIERELTI1951
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LBWEHZRIc, 20214RIIZ70EF T3 [70EFELRIY Y —hoU—2X2021-2023]
ERARNERME, 2025F D[ 1ERER70FSxI VY —h I iFseB U,

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

RENIAR
BIEiEE

©LsOT

RRAFHALZEBEROBEEES, THRABLO(OBARNEZES| TN DS, &
RESBEDHATNECI—SANAY —ZHH<EE, [I—IVALSOT] PEEFZVHY
TIVILSOTAY XY —7 |z #L. BLEVLWEREEZREBEL TS,

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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vz, ZoOfEmOEE(Can Spring be Far Behind?) #5. EEDFFA
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TVT (1913~ 76) D{EOREMY ICBFD ISRV DADENT NS,
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1. EABMBEERT] (YVa— - FrvTvY)
2. [BRGEAYI—] (ZRwUR - 28 —)

3. [&. g%6HE] (b—~vR - Fvra)

4. [DEEE] (Va—Y - Y=L Var - IL7)
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merry month of May) ] Z#, FHEL T HIBEEIEAT 44— X1
BE, 2R DEFENENR->TE/z(Sumer is icumen in) | 2HW1727,
ZHUTI 3RS 14 DITA VT TV RTERILLI N )V TH B,
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Program notes by Robert Markow

André Previn:
Can Spring Be Far Behind? (2016) [Japan premiere]

André Previn: Born Andreas Ludwig Priwin in Berlin, April 6, 1930 (according to
Previn, while most other sources cite 1929; the birth certificate is lost); died in New
York City, February 28, 2019

André Previn unquestionably ranked among the most tal-
ented, versatile and best known musicians of the late twentieth
century. He sat comfortably at the pinnacle not just of compos-
er of classical music but of numerous other professions as well:
orchestrator (a service he was providing MGM Studios back in
high school), arranger, jazz pianist (he was already recording in
the days of 78s), classical pianist, conductor, television host, \ud
composer of film scores, and author (his memoir No Minor ~ André Previn
Chords, which chronicles the years he spent working for MGM, (ggénRgLé?s '2012)
appeared in ]993) Photograph by Steve Bowbrick

Bomn in Berlin, Previn moved to California as a child. His teachers included
Joseph Achron, Ernst Toch and Mario Castelnuovo-Tedesco for composition, and
Pierre Monteux for conducting. He held top conducting posts with the Houston
Symphony (1967-70), London Symphony (1968-79), Pittsburgh Symphony (1975-
85), Royal Philharmonic (1985-91), Los Angeles Philharmonic (1985-89), and the
Oslo Philharmonic (2002-2006). In addition, he regularly guest conducted the
world’s most famous orchestras, including the Vienna Philharmonic, New York
Philharmonic, San Francisco Symphony, Boston Symphony and NHK Symphony. In
1996, Previn was knighted by Her Majesty Queen Elizabeth II.

Can Spring Be Far Behind? was one of Previn’s last compositions, written in
2016. It was commissioned by the Eastern Music Festival in Greensboro, North
Carolina, where it was premiered on July 23, 2016 with Gerard Schwarz conduct-
ing. The title comes from Percy Bysshe Shelley’s poem Ode to the West Wind (“If
winter comes, can spring be far behind?”). The West Wind is seen as a powerful
image of change, a harbinger of better times, of hope, optimism, rebirth and renew-
al. In Can Spring Be Far Behind?, Previn gives musical expression to this senti-
ment.

John Henken, program annotator for the Los Angeles Philharmonic, sees the
fifteen-minute work as “a compact concerto for orchestra in its burgeoning virtuoso
solos for individuals and sections alike, in kaleidoscopic combinations. The wind
gusts and swirls from the beginning, with a clear sense of energetic motion and
hints of darker currents. There are calmer airs and a grand tune in the middle, how-
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ever, as the dissonant tonal jostling resolves under the optimistic tug of C major. At
the close, recapitulation becomes apotheosis and the wind pushes the promise of
spring and rebirth to sudden triumph.”

Among the many recordings André Previn made in the course of his long
career, he conducted the London Symphony in 1978 in Britten’s Spring Symphony,
also on this program.

Debussy:
Rondes de printemps from “Images pour orchestre”

Claude Debussy: Born in Saint-Germain-en-Laye, August 22, 1862; died in Paris,
March 25, 1918

Rondes de printemps (Spring Round Dances) is the third of a triptych of
orchestral works collectively called Images. The title Images was a natural for
someone of Debussy’s artistic disposition. He was an art lover, he had many paint-
er friends, and he thought of sounds in terms of color, texture and light. In addition
to the orchestral Images we hear at this concert, we find among his works no fewer
than three additional sets of Images for solo piano (the Images oubliées of 1894,
and the two well-known sets of 1901-05 and 1907), not forgetting La Mer, which is
subtitled Trois esquisses symphoniques (Three Symphonic Sketches). Debussy
worked on and off on the three orchestral Images from 1905, when he first con-
ceived the idea for two pianos (an idea he soon abandoned), until 1912, when
Gigues was completed. Debussy himself conducted the first performance of Rondes
de printemps on March 2, 1910 at the Concerts Durand. Rondes de printemps and
Gigues are rarely played separately outside the context of all the Images together,
but Ibéria (central member of the orchestral Images and itself a triptych) is a staple
of the repertory and often heard as a stand-alone work.

At the top of the score Debussy placed an epigram, which in varied form
came from a fifteenth-century Italian song, “La Maggiolata.” In English, it might
read “Cheers for May, welcome to May with its wild banner,” thus evoking the
reawakening of nature in springtime. Debussy also incorporated a phrase from a
French tune, “Nous n’irons plus au bois” (We’ll no longer go into the woods), for
which he seems to have had special fondness (he used it in at least three other
pieces as well). This is first heard in the solo oboe about one minute after the
beginning and is repeated numerous times later on, always by woodwind instru-
ments or horn.

The ever-changing play of light and color are far more important than formal
considerations in Rondes de printemps. “The design,” writes Minnesota Orchestra
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program annotator Mary Ann Feldman, is derived from varying treatments of the
joyous main theme interspersed with episodic materials ... in which the instrumental
colors change as swiftly as the tiny fragments of a revolving kaleidoscope.Tints of
silvery percussion, harp glissandos, ethereal harmonics, bright motivic fragments -
all as bountiful as spring itself.”

Britten:
Spring Symphony, op.44

Part I: Introduction (Shine out) - The merry cuckoo - Spring, the sweet spring -
The driving boy - The morning Star

Part II: Welcome, Maids of Honour - Waters above - Out on the lawn I lie in bed

Part III: When will my May come - Fair and fair - Sound the Flute!

Part IV: Finale

Benjamin Britten: Born in Lowestoft, England, November 22, 1913; died in
Aldeburgh, December 4, 1976

The seasons have for centuries served as a source of inspiration for compos-
ers to convert their emotional impulses into sound. Hardly anyone need be remind-
ed of Vivaldi’s contribution. Symphonies alone that have been inspired by, or at
least entitled “Spring,” come from such well-known composers as Schumann (No.
1), Mikis Theodorakis (No. 7) and Darius Milhaud (No. 1); and from lesser-known
names including Hans Huber, John Knowles Paine, Johann Josef Abert, Joachim
Raff, Zymunt Noskowski and Emil Axman. Benjamin Britten too contributed to this
repertory.

In August of 1946, Serge Koussevitzky, conductor of the Boston Symphony,
commissioned Britten to write something for his orchestra. Britten proposed a sym-
phony with voices. When the work was completed, Britten was somehow persuad-
ed to allow the world premiere to go to the Holland Festival, at which Eduard van
Beinum conducted the Concertgebouw Orchestra in Amsterdam on July 9, 1949.
Koussevitzky reluctantly acceded, providing the words “by kind permission” be
announced at the Festival. Koussevitzky conducted the first performance in North
America at Tanglewood, in Lenox, Massachusetts, one month later.

Much ink has been spilled over whether or not this work merits the rubric
“symphony.” The composer justified the title by noting that it conforms to the tradi-
tional four-movement layout, including a slow introduction to the first movement, a
slow second movement, a scherzo-like third, and a grand finale. Furthermore, it is a
work in which the texts are “not only dealing with the spring itself but with the
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progress of winter to spring and the reawakening of the earth and life.” How gener-
ations of English poets have responded to this natural phenomenon provides the
thread that runs through the Spring Symphony. English scholar Hugh Graham
notes that Britten wrote his Spring Symphony just as he was entering his maturity
as a composer at age 35, when “the ideas burst forth with a profuseness, a sponta-
neity and a freshness entirely appropriate to the season.”

Each “part” (Britten preferred this designation to movements) of the 45-min-
ute symphony is continuous, though all but the last contains several sections. The
work begins with an Introduction, a kind of prayer, or entreaty, for spring to rise
again out of the barren, frigid winter. “Cold, terribly cold,” Britten called this music.
Additional poems involve the arrival of birds, flowers and the warm sun. The poem
“Spring, the sweet spring” is one of the few passages in the symphony that requires
the full orchestra. The poem “The driving boy” brings with it the first appearance of
the children’s chorus, which not only sings but whistles as well. Part I, with its five
sections, is by far the longest in the symphony.

Part Il is of a more contemplative nature revealing what Britten called “the
darker side of spring.” One of the symphony’s most exquisite passages is the setting
of Henry Vaughan’s poem “Waters above,” scored only for violins playing very
softly in a manner to produce a glassy, shimmery effect as the tenor sings a quietly
ecstatic apostrophe to rain.

Part Ill is the musical equivalent of a symphony’s scherzo movement, depict-
ing spring at its height, with adventures in flowered meadows and shepherds sing-
ing of love. The final poem is “Sound the Flute!” by William Blake, one of Britten’s
favorite poets.

The solidly affirmative Finale (Part IV) brims with optimism, energy and vitali-
ty. The coarse, earthy blare of the cow horn adds a rustic touch to the soundscape.
As spring turns to summer, Britten incorporates a rousing setting of the famous thir-
teenth-century canon “Sumer is icumen in,” set to a broadly flowing waltz rhythm
and eventually employing the work’s full instrumental and choral resources, putting
the seal of benediction on the arrival of the solstice. The last few words go to the
tenor.

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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Promenade Concert No.416

Promenade ‘ Y RJ—R—=)L

2026&3%85(5) 14:00585

Sun. 8 March 2026, 14:00 at Suntory Hall

EE @ Kiﬁtlj: Kazushi ONO, Conductorr
Fr0 @ J—F L1V Gautier CAPUCON, Violoncello
VY- R9— @ KE/ESL Tatsuya YABE, Concertmaster

AVTIVAY =2 R EEDTRBEEUVTE) op27 (1)

Mendelssohn: Calm Sea and Prosperous Voyage. op.27

T)UA— : FrOFEM RIS op.8s 299

Elgar: Cello Concerto in E minor, op.85

[ Adagio - Moderato

I Lento - Allegro molto

I Adagio

IV Allegro - Moderato - Allegro, ma non troppo

K& / Intermission (20 %)

AXUTI)RAY = A EMEAT AR op.90 (A FUF) @

Mendelssohn: Symphony No.4 in A major, 0p.90, “Italian”

I Allegro vivace

I Andante con moto
I Con moto moderato
IV Saltarello: Presto

FE | REMEAEANRRERERXL
®RE R, RRAEEEZRER

e ETUERRE RS
B @OEmSRoRESE WBEE)
I FF HITEANDRERRER

BhAY -

BERECRESEIEPEDRB T .
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Gautier CAPUCON

Violoncello
J—F«4I-h7FvVY
FxO

©James Bort_Warner

TSUREE, YvIyRNUEFEN, T—FT+«L - APV VEEFDHDTRVER. B
BLHOBRIBIETG. ENCEEDEERTE<FHITN TV S,

WFEFDA—2 - TAIVOURTATY - T4—LXV). NJVU - T (FUIb - R
L>d). BO7MNDRE(FPURUVR - %IV YR), OvTFILT L TAIL(SINT - v
). NUEFPYRVR - 40X0=IRS—45), Fa—Uvkt - b=VN\LE(U—T7 -
YILTDA). 25/ - ZADSEITAIV(UVAILR T A =), T4STIT«TFERTITFR
Ryx—2) BECHEE, ERNETRITISr Z— - F—v 2, JURILT - TvIE VS —,
PUOBURIL - AvROD, XIS - PILTUYF SZI) - NUVRA L, b — -
APV, N=FVHEEMRBEELE U, Fe. BSRIUE7 ARROF O 7
ST IWIHTFvU]DI—0OvNBLOEE Y7 —ICS8.

2022F 1 BICO—T« I - DV VEHEERIL. 18 ~ 25mDBEBREFERERDFv
UPEmESE, 2025/267—A NGV 29 —YHRL - RURTFVDTP—FA A A2/-
LIFVREFEDHTND,

Born in Chambéry, Gautier Capucgon is celebrated for the depth and intensity of his inter-
pretations, his dazzling virtuosity, and the rich, resonant sound. Recent orchestral high-
lights include performances with Wiener Philharmoniker (Christian Thielemann), Berliner
Phitharmoniker (Kirill Petrenko), Gewandhausorchester (Andris Nelsons), Rotterdam Phil-
harmonic (Lahav Shani), Orchestre de Paris (Andrés Orozco-Estrada), Tonhalle-Orchester
Zurich (Paavo Jarvi), Filarmonica della Scala (Riccardo Chailly), and Philadelphia Orches-
tra (Stéphane Deneve). His chamber music partners have included Evgeny Kissin, Rudolf
Buchbinder, Alexandre Kantorow, Martha Argerich, Daniel Barenboim, Renaud Capugon,
and Hagen Quartett. He has toured with Capucelli — a seven-cello ensemble he founded
— through Europe and Taiwan. He also created the Fondation Gautier Capucon in Janu-
ary 2022, dedicated to supporting outstanding young musicians between the ages of 18
and 25 as they launch their careers. In the 2025/26 season, Capucon is Artist-in-Resi-
dence with Sachsische Staatskapelle Dresden.
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Program notes by Robert Markow

Mendelssohn:
Calm Sea and Prosperous Voyage, op.27

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

Calm Sea and Prosperous Voyage (1828) was Mendelssohn’s musical
response to two short poems of the same title by Goethe, Meeresstille and
Gliickliche Fahrt (1796). Though commonly known in English as “Calm Sea” and
“Prosperous Voyage,” a more accurate translation might be “Becalmed Sea” and
“Pleasant Journey,” especially in view of the fact that the deadly calm sea of the
first poem and windy weather of the second held reverse implications in Goethe’s
time from what we would wish today. Before the age of steam, a calm sea beto-
kened inability to move; strong winds meant a speedy journey. The very title of the
Overture (not actually an “overture” to anything, but rather an early example of a
tone poem) implies a bipartite formal arrangement consisting of a slow and a fast
section.

However, Mendelssohn specifically wished to avoid the impression of an
Allegro preceded by a slow introduction; he referred to them as two “tableaux,”
and avoided a strong cadence before the second tableau. The first public perfor-
mance was given in Berlin in 1832 (a private one had been given on September 7,
1828).

Goethe’s “dreadful, deathly stillness!” is depicted in the opening bars by the
quiet, widely-spaced sonorities of strings, darkly colored with clarinet and bassoon
as well. The opening passage adumbrates the thematic material to come, and
includes the use of prolonged pedal points (sustained low notes). The winds finally
pick up (signaled by the flute), the sky brightens, and sailors rush about in prepara-
tion to sail again. A modified sonata-allegro form movement follows. Mendelssohn
added to Goethe’s prosperous voyage the image of the ship gliding into port in a
dignified coda with trumpet fanfares, timpani flourishes and the grandest sonorities
from the full orchestra.

Elgar:
Cello Concerto in E minor, 0p.85

I Adagio - Moderato

I Lento - Allegro molto

Il Adagio

IV Allegro - Moderato - Allegro, ma non troppo
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Edward Elgar: Born in Broadheath, near Worcester, June 2, 1857; died in
Worcester, February 23, 1934

Elgar’s large catalogue contains just two concertos, one each for violin and
cello. Both are masterpieces, both rank among the greatest of their kind from the
twentieth-century, and both are in minor keys (the Violin Concerto is in B minor).
They are separated by only a decade, but they seem to come from different worlds.
The Violin Concerto is an expansive, largely extrovert work lasting about fifty min-
utes (possibly the longest such work in the standard repertory), while the Cello
Concerto is about half that length and is profoundly inward-looking.

Written between March of 1918 and August of 1919, the Cello Concerto was
Elgar’s last important composition. He was to live for another fifteen years, but with
the death in 1920 of his wife, who had been such a deep source of both personal
and professional aid to the composer, inspiration to create seemed to have left
Elgar. Indeed, moods of despair, disillusionment and inferiority had haunted him
throughout his life — lack of social status, insecurity about the popularity of his
music, and especially the Great War contributed to these moods. Old friends were
dying, many of his German friends and supporters were now enemies as a result of
the war, he was in financial straits, he suffered from a disease of the ear that
caused dizziness and headaches, and his creative energy had dimmed. Into his
Cello Concerto Elgar poured his most personal utterances and the sense of resigna-
tion that affects many of those in the autumn of their lives. The mournful, poignant
tone of the cello seems to emphasize this quality, further heightened by the
restraint with which Elgar uses the orchestra in this work.

Though unsuccessful at its premiere, due largely to lack of proper rehearsal
time, the concerto quickly became a favorite with cellists and audiences alike, and
it has remained one of the Elgar’s best-known works. The first performance took
place in Queen’s Hall, London, on October 27, 1919 with the composer conducting
the London Symphony. Felix Salmond was the soloist. Ten years later, the great
English violist, Lionel Tertis (1876-1975), undertook to make a transcription for his
instrument (at the time repertory for solo viola was extremely scant).

The concerto is in four movements, each distinctive, each with its own hall-
marks of Elgar’s inimitable style. The first opens with an Adagio, beginning with a
somber but striking passage for the soloist alone and stretching across all four
strings of the instrument simultaneously. Violas pick up the theme and weave it
into a quietly flowing line. “In its world-weary way,” writes Michael Kennedy, “it is
the music of autumn smoke and falling leaves.” Woodwinds initiate the second
theme, somewhat brighter in mood.

The second movement follows after the briefest of pauses, and is notable for
the alternation of its light, scherzo-like passages of quicksilver writing and deft
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orchestration with a heavier, jaunty theme. Donald Francis Tovey called the move-
ment “impish.”

The next movement stands in greatest possible contrast. Though only sixty
bars in length, this Adagio is one of Elgar’s most sublime pages. To quote Kennedy
again, it is “a lament for thoughts that lie too deep for tears, perfectly suited to the
cello at its most songfully sustained, and ending with a dominant cadence, as if the
tonic key was too positive.”

The finale is cast in rondo form, with its swaggering, self-assured principal
theme alternating with contrasting episodes. In a gesture of nostalgia, Elgar brings
back the solo cello’s theme of broken chords that opened the concerto, but a
strong, final recurrence of the rondo theme sweeps away the memory of things past
with a grand flourish.

Mendelssohn:
Symphony No.4 in A major, op.90, “Italian”

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

I Allegro vivace

II Andante con moto
I Con moto moderato
IV Saltarello: Presto

Unlike many other composers, Mendelssohn was born to wealth and creature
comforts. One of the advantages this brought him was the opportunity to travel
widely. By the age of 25 he had already spent time in England, Scotland, Austria,
Switzerland, France and Italy. But Mendelssohn was no mere tourist. His thorough
education in the liberal arts and fine arts had prepared him for keen observation of
the sights, people, culture and spirit of any place he visited. In Italy he was particu-
larly impressed by the art of the old masters like Michelangelo, Titian and
Giorgione; by the magnificent buildings of Rome; and by the natural beauty of the
countryside.

Mendelssohn began work on a new symphony sometime during his Italian
sojourn, which lasted from October 1830 to April 1831, and soon began referring
to it as his “Italian” symphony. There is hardly a concertgoer today who would not
proclaim this symphony to be one of the most perfectly realized pieces ever written
— architecturally balanced, transparent in texture, exquisite in beauty and lucid in
its formal logic. Yet, unaccountably, Mendelssohn was never satisfied with what he
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had created. He confessed to his sister that it cost him “the bitterest moments I
have ever endured or could have imagined,” a sentiment hardly in keeping with the
music’s sunny optimism. The symphony was first performed by the Philharmonic
Society of London on May 13, 1833 in the Hanover Square Rooms, the same illus-
trious hall in which Haydn’s twelve “London” Symphonies had been introduced to
the world some forty years before. The following year Mendelssohn made numer-
ous changes to all but the first movement; however, this version was not published
until 1999, and remains rarely played. (The TMSO uses the original 1833 score.)

Italy’s sunny vitality and Mendelssohn’s enthusiasm for the land are immedi-
ately apparent in the opening bars of the symphony. An exuberant theme in the
violins is accompanied by a continuous fusillade of notes from the wind section.
The second theme (clarinet and bassoon) is more lyrical, but still imbued with rest-
less animation. The development section features a new theme in the minor mode,
appearing first in a delicately tripping manner, but growing to fearsome intensity.
Then, as if with a touch of magic, Mendelssohn dispels the mood of anxiety with a
sustained note for the oboe, and the recapitulation brings back with it the world of
boundless joy and good cheer of the opening. The movement closes with both
ideas totally integrated.

Much has been made of the penitential character of the Andante movement.
The possibility exists that Mendelssohn borrowed the plaintive tune from a pilgrim
chant he heard in a procession in Naples. The second theme (clarinets) is some-
what more cheerful, less severe. The chant then returns and eventually fades away
in the distance, “like a procession quietly turning the corner,” in the words of one
annotator (Klaus G. Roy).

The graciously flowing third movement returns to a mood of warmth and
sunshine. The central section evokes a gentle sylvan setting and features a solo
unit of two horns and two bassoons, which are cleverly combined to sound like a
horn quartet.

The finale is a fiery, whirling dance movement that unites two different
Italian dances. The saltarello, which opens the movement, is a jumping dance
from Rome, while the Neapolitan tarantella, characterized by smooth, even trip-
lets, is the dance performed by a person bitten by the tarantula spider; presumably
this vigorous activity cures the afflicted person. Another noteworthy feature of this
finale is its key — A minor — a most unusual way to end a symphony that began in
the bright and lighthearted key of A major. Yet hardly one listener in a thousand
pauses to worry about such an irregularity, so thrilling is Mendelssohn'’s rush to the
finish.

For a profile of Robert Markow, see page 31.
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NRM—LR—Y  https://maestro-kobaken.com/

Ken-ichiro Kobayashi studied composition and conducting at Tokyo University of the
Arts. He received both first prize and special award at the 1st International Conductors’
Competition in Budapest. He has appeared in major international music festivals and
held positions with many orchestras in Japan and abroad. Kobayashi was acknowledged
by the Director of the Agency for Cultural Affairs in 2011, and received The Order of the
Rising Sun, Gold Rays with Neck Ribbon in 2013 and The Imperial Prize and the Japan Art
Academy Prize in 2021. He was also awarded the “Grand Cross with the Star” decoration
from the Hungarian government. He is an honorary professor at Tokyo University of the
Arts, Tokyo College of Music, and Franz Liszt Academy of Music.
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Chofu Series No.26

2026238 1 dat) 14008z

Sat. 14 March 2026, 14:00 at Chofu Green Hall

AEmIU—rik—Ib

1512 @ /|\FATF—EB Ken-ichiro KOBAYASHI, Conductor

JrAFUY @ KIBER Mayu KISHMA, Violin

JVP—hYRI— @ KB 5 Akira MIZUTANI, Concertmaster

AVTIVAY =2 i I A AU ZER TRAG oped 289

Mendelssohn: Violin Concerto in E minor, op.64

/\\\

I Allegro molto appassionato

I Andante

I Allegretto non troppo - Allegro molto vivace

N

A28 / Intermission (20 %3)

TEHESE /\[ZEA ope7 (B

an) 659)

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

I Allegro con brio

I Andante con moto
I Allegro

NV Allegro
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Mayu KISHIMA

Violin
KNIEEE

DFAFUY

©Kazumi Kurigami
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(Walner)”,

First Prize winner at the First Shanghai Isaac Stern International Violin Competition in
2016. In 2000, Mayu Kishima caused a stir in the music world when she became the
youngest-ever Japanese top prizewinner in the Junior Division of the 8th Wieniawski
International Competition in Lublin. She became a laureate of the Queen Elisabeth Com-
petition in 2009, and was awarded First Prize in the Internationaler Musikwettbewerb
K&l in 2011, In autumn 2015, she graduated at the top of her class from the graduate
school of Hochschule fur Musik und Tanz Kéln, with all professors awarding her top
grades, and received Germany’s national qualification for musicians. In 2024, Kishima
released her album Dear on King Records label. The Antonio Stradivari 1699 “Walner”
violin has been specially loaned to Kishima by Munetsugu Collection.
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Program notes by Robert Markow

Mendelssohn:
Violin Concerto in E minor, op.64

I Allegro molto appassionato

I Andante

Il 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.

Beethoven:
Symphony No.5 in C minor, 0p.67

I Allegro con brio

I Andante con moto
Il 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 intermit-
tently 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 hundred 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 them-
selves that, although the first movement contains not a single melody, it may well
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be the most universally recognized 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, contra-
bassoon and trombones in purely symphonic music (though they had long been
employed in opera orchestras), 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 Francois 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 31.
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Pietari Inkinen, a native of Finland, is one of the leading conductors of his generation.
Internationally acclaimed for his meticulous structural control and superb technique, he
has conducted prestigious orchestras worldwide, including Royal Concertgebouw
Orchestra, Symphonieorchester des Bayerischen Rundfunks, Gewandhausorchester, Los
Angeles Philharmonic, and Cleveland Orchestra. He has a deep affinity for Wagner's
works, and in 2023, he drew significant attention by conducting the new production of
Der Ring des Nibelungen at Bayreuther Festspiele. He has also made guest appearances
at major opera houses, including Staatsoper Unter den Linden and Bayerische Staatsop-
er. He has held chief conductor positions with orchestras such as Deutsche Radio Philhar-
monie Saarbricken Kaiserslautern (until the 2024/25 season), Japan Philharmonic,
Prague Symphony, and KBS Symphony. As Music Director of New Zealand Symphony, he
recorded the complete cycle of Sibelius’s symphonies. Furthermore, he is an accom-
plished violinist, having studied with Zakhar Bron at Hochschule fur Musik und Tanz Kéln
before studying conducting at Sibelius Academy.
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Saint-Saéns: Piano Concerto No.4 in C minor, op.44

[ Allegro moderato - Andante
I Allegro vivace - Andante - Allegro
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Prokofiev: Symphony No.3 in C minor, op.44

I Moderato

I Andante

Il Allegro agitato

IV Andante mosso - Allegro moderato
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Kit ARMSTRONG

Piano
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7/
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Born in 1992 in California, USA, Kit Armstrong pursued undergraduate studies in physics
at California State University, chemistry and mathematics at University of Pennsylvania
and mathematics at Imperial College London. Alfred Brendel has guided Armstrong as a
musical mentor since 2005. In 2008, he earned a bachelor’s degree in music at Royal
Academy of Music, London, and in 2012 a master’s degree in pure mathematics at Uni-
versity of Paris VI. Ever since Armstrong entered the global music stage twenty years ago,
his activities have exerted an enduring fascination upon music lovers. He performs recit-
als in major series, appears with the world’s finest orchestras, and has developed close
artistic partnerships with leading instrumentalists and vocalists. He has held artist-in-resi-
dence appointments incorporating a wide spectrum of musical formats, combining his
roles as composer, pianist, conductor, and organist. In 2012, Armstrong purchased the
Church of Sainte-Thérése in Hirson, France, and transformed it into a hall for concerts
and exhibitions, and outreach. This cultural centre has become home to interdisciplinary
projects, including the yearly Semaine de la Voix, reaching a regional as well as cosmo-
politan public.
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Program notes by Robert Markow

Ravel:
La Valse

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

The waltz is as much a part of Viennese life as whipped cream, Sachertorte,
operetta and strolls in the Prater. Small wonder, then, that Maurice Ravel’s poeme
chorégraphique was initially called Wien (Vienna), which he conceived as “a sort
of apotheosis of the Viennese waltz, with which is mingled in my mind the fantastic
whirl of destiny.”

Ravel first thought of writing a work based on Viennese waltzes, a kind of
homage to Johann Strauss, in 1906, but not until 1920 did he actually get around to
doing so. In the meantime, a World War had passed, and the glitter and opulence
of Old Vienna had faded. Hence, Ravel’s homage to the waltz became something
of a bittersweet memory of shattered dreams, often steeped in threatening, forbid-
ding and even frightening images.

La Valse was written as a commission from the famous impresario Sergei
Diaghilev for his Ballets Russes. Diaghilev wanted a short ballet as a companion piece
to go with Stravinsky’s new ballet Pulcinella. Ravel played the original solo piano ver-
sion for Diaghilev in the spring of 1920, but the impresario declared it too abstract, too
objectified and undanceable: “a masterpiece,” he declared, “but not a ballet. It’s only
the portrait of a ballet.” Ravel was furious and never met with Diaghilev again. The
first performance of La Valse in any form was the composer’s two-piano version,
played by Ravel and Alfredo Casella in Vienna on October 23, 1920. On December
12, Camille Chevillard conducted the orchestral score with the Lamoureux Orchestra.
The first staged production as a ballet waited until 1926, when it was given in
Antwerp by the Royal Flemish Ballet. Paris waited to see La Valse on stage until
November 20, 1928, when Ida Rubinstein produced it at the Opéra.

Ravel furnished the following description of the music’s opening pages:
“Drifting clouds allow hazy glimpses of waltzing couples. The clouds gradually dis-
perse and we see an immense ballroom filled with a whirling crowd. The blaze of
chandeliers comes to full splendor. An Imperial Court ball about 1855.” A waltz
theme struggles to life against a surreal background. The disorienting effect is dis-
pelled as several waltz tunes are played clearly and with confidence. The music
reels on, eventually becoming frenzied, swirling out of control, approaching a “fatal
sort of dervishes’ dance,” in Ravel’s words. Grinding dissonances pile up, grotesque
masses of sound collide, and wildly erratic thythms rip apart the world of gay
Vienna as it crumbles into dust and ruin.
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Saint-5aéns:
Piano Concerto No.4 in C minor, op.44

I Allegro moderato - Andante
I Allegro vivace - Andante - Allegro

Camille Saint-Saéns: Born 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.
At the age of three he was playing tunes on the piano; at five he was reading full
orchestral scores; at ten gave his piano debut. On and on go the astounding statis-
tics. He composed prolifically and easily, with more than 300 compositions to his
credit. His exceptionally long life (1835-1921) stretched across several generations
of composers — how many other men could claim to have personally 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 (Charles Pathé’s The Assassination of the Duc
de Guise). In addition to music, Saint-Saéns could claim expertise in archeology,
astronomy, botany, geology, lepidopterology (butterflies and moths), mathematics,
philosophy and poetry. Quite a man, this Saint-Saéns!

As for his music, if it fails to plumb the emotional depths, it certainly compen-
sates in elegance, charm and grace. The great French pianist Alfred Cortot used to
say that Saint-Saéns had “more verve than feeling,” while the writer Romain
Rolland commented that “he was the only great composer who was not a genius.”
These remarks are not meant to be disparaging. Saint-Saéns excelled in a specific
style, and he did it supremely well. A sense of effortlessness and natural facility
pervades his music, typified by the concerto on this program. He composed “as nat-
urally as a tree produces apples,” to quote the man himself.

The Fourth Concerto rivals the Second as Saint-Saéns’ most familiar piano
concerto. At one time it was the most popular opus in his entire catalogue. The first
performance took place in Paris on October 31, 1875, with the composer as soloist.
Each of the two large movements is further subdivided into two sections (like the
composer’s well-known Third Symphony), and the work is thematically unified in
that material from earlier passages recurs later.

The concerto opens with a broad, serious theme in the violins, which is then
repeated by the soloist; the orchestra presents the second half of the theme, then
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the soloist. This alternation of orchestra and soloist continues throughout the two
variations that follow. The Andante section, in A-flat major, is gently mysterious
and hymnlike. The scherzo-like Allegro vivace of Part II is based on a transforma-
tion of the concerto’s opening theme, while the brief second Andante, which serves
merely as a bridge passage, and the rondo-finale Allegro draw on material present-
ed in the first Andante.

Prokofiev:
Symphony No.3 in C minor, op.44

I Moderato

I Andante

Il Allegro agitato

IV Andante mosso - Allegro moderato

Sergei Prokofiev: Born in Sontsivka, department of Ekaterinoslav, Ukraine, April 27,
1891; died in Moscow, March 5, 1953

In 1927, Prokofiev completed the opera he had been working on for more
than five years, variously translated into English as The Flaming Angel, The Fiery
Angel and The Angel of Fire. There were plans to have it produced in Paris, Berlin
and New York; in any event, it was not seen until 1954, the year after the compos-
er had died. But Prokofiev was not a man to sit around waiting. He fashioned
material from the opera into a symphony, which became his Third. Pierre Monteux
conducted the Orchestre Symphonique de Paris in the first performance on May 17,
1929.

In view of the opera’s subject matter, it is surprising that it was not immedi-
ately produced. Its plot, derived from a novel by Valery Bryusov and published in
1908, is not unlike that of Joan of Arc: The setting is Medieval Germany. A teenage
girl, Renate, begins seeing visions of an angel clothed in fire. She enters a convent,
persuades the other nuns there that her visions are real, and is burned at the stake
for her heretical beliefs. Along the way we find black magic, hallucinations, hyster-
ics, obsessive behavior, exorcisms, knights-errant, and lurid goings-on in a nunnery.

The composer transferred a number of themes and episodes from this bizarre
story into his Third Symphony. He is quite explicit in telling us where from the
opera he derived the thematic material for the first movement, yet he contradicts
himself in saying that “the main thematic material [of the symphony] was com-
posed quite independently of the opera.” He is also on record as claiming that he
would prefer that the listener should experience the work as pure, abstract music,
and that it not be regarded as his “Fiery Angel” Symphony. Regardless of whether
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one listens to the Symphony as recollections from an operatic storyline or as pure
music, one is struck by the sheer range of sounds and effects the composer incor-
porated, from the menacing to the comforting, from ghoulish whispering to soaring
lyricism, and from radiant tranquility to terrifying ferocity. Prokofiev wrote that his
music generally had five qualities or characteristics: classical, innovative, lyrical,
motoric, and grotesque. All of these are present in the Third Symphony, with
emphasis on the innovative and the grotesque.

Although the symphony is nominally in C minor, this key is almost entirely
absent in the symphony. Even the key signature of three flats never appears any-
where in the score. The opening pages describe Renate’s nervous excitability in
some of Prokofiev’s most violent, aggressive, and grotesque music, right from the
opening pages. It is positively clangorous. This soon dissolves into a perfect exam-
ple of Prokofiev’s gift for lyricism — a long-breathed theme in the violins and horns.
A second lyrical theme follows, also in the violins. Music theorists will gasp in dis-
belief to learn that the first theme is in F major, the second in D minor — neither
belongs to the tonal world of C minor. The development section is long, loud (often
very loud!) and treats the lyrical thematic material (mostly the second theme) in
brutish, almost barbaric fashion. The recapitulation arrives in grandiose terms, but
with only the first theme. The extensive, quiet but uneasy coda serves as a second
development, this one for the first theme. The movement ends in quasi-C-minor, as
it began, but in between there has been no sign of this key.

The second movement is all serenity and mysticism. This is the music to
which Renate, in Act V, retires to the convent seeking temporary relief from the
thoughts that trouble her. Lyricism predominates. Critic Alan Blyth describes the
music in these poetic terms: “Prokofiev fashions a muted song-like reverie, sus-
tained, almost hypnotic, in effect, a fantasy richly orchestrated, but with more than
a suggestion that Renate’s spirit is unappeased.”

According to Prokofiev’s biographer Israel Nestyev, the third movement was
patterned after the finale of Chopin’s Piano Sonata No. 2, that amazing blizzard of
notes that fly by so fast they are more of a blur than anything else. In the opera, it
is the music to which Renate conjures up Count Heinrich, the angel of her imagina-
tion in Act II, Scene 1. The dreamy, central allegretto section offers an oasis of
calm until the furious, relentless blur returns.

At six minutes, the finale is the shortest but most intense of the symphony’s
four movements. Aside from a relatively quiet interlude at the center, the music is
loud, louder and loudest, and not just that, but densely scored, resulting in music of
tremendous power, visceral intensity and crushing weight. Brass and percussion
work overtime. Violins and upper woodwinds scream in anguish. This is not music
for the faint-hearted!

For a profile of Robert Markow, see page 31.
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Osmo Vanska studied conducting at Finland’s Sibelius Academy and was awarded first
prize at the 1982 Besancon Competition. He is Conductor Laureate of Minnesota Orches-
tra, Honorary Conductor of Iceland Symphony, and Conductor Laureate of Lahti Sympho-
ny. Recent guest conducting invitations include Cleveland Orchestra, Chicago Symphony,
Philadelphia Orchestra, Los Angeles Philharmonic, San Francisco Symphony, Orchestre
Symphonique de Montréal, Orchestre de Paris, Bamberger Symphoniker, Deutsches Sym-
phonie-Orchester Berlin, Rundfunk-Sinfonieorchester Berlin, Philharmonia Orchestra, and

London Phitharmonic. Vanska and Minnesota Orchestra won a Grammy Award in 2014.
They were voted Gramophone’s Orchestra of the Year in 2021.
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INUDR I ZZEHEE & RIgEE op39 G
Sibelius: Symphony No.1 in E minor, 0p.39

I Andante, ma non troppo - Allegro energico

I Andante (ma non troppo lento)

I Scherzo: Allegro

IV Finale (Quasi una Fantasia): Andante - Allegro molto

{KZ / Intermission (20 %)

INUDR I ZEMHFEAE (5 op63 Gen)
Sibelius: Symphony No.4 in A minor, 0p.63

I Tempo molto moderato, quasi adagio
I Allegro molto vivace

I Il tempo largo

NV Allegro
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Program notes by Robert Markow

Sibelius:
Symphony No.1 in E minor, op.39

I Andante, ma non troppo - Allegro energico

II Andante (ma non troppo lento)

IT Scherzo: Allegro

IV Finale (Quasi una Fantasia): Andante - Allegro molto

Jean Sibelius: Born in Hameenlinna (formerly Tavastehus), Finland, December 8,
1865; died in Jarvenpdd (near Helsinki), September 20, 1957

Few first symphonies can claim the boldness, masterly symphonic thought
and originality as that of Jean Sibelius. Only Berlioz, Brahms, Mahler and perhaps
Schumann can stand next to him in this regard. Sibelius’ first essay in the genre was
also his first major abstract composition, begun in April, 1898 and completed early
in 1899. The composer himself conducted the successful premiere in Helsinki on
April 26, 1899. The symphony, the famous Finlandia, and two of the Legends met
with such enthusiastic receptions that the Finnish government granted the compos-
er a lifetime pension so that he could devote himself entirely to composition.
Sibelius was not yet 36 years old.

The symphony is filled with dark, craggy power, evocations of the magic spell
of the North, a spirit of bardic sagas, and “raging unbridled utterances that hurl
themselves forward like the roar of giant winds” (Robert Bager). It opens with a
long, haunting melody for the solo clarinet, accompanied only by the distant rum-
ble of timpani as a pedal point (a device Sibelius uses often). To the leading
Sibelius scholar, Erik Tawaststjerna, this melody “rises in a broad arch and dips like
a wounded bird in flight, before fading and disappearing in a primeval mist.” The
sense of aching loneliness and bleakness imparted by this introduction is character-
istically Sibelian, and is found frequently in his music. Also characteristic is the
length of this theme, which seems almost to grow organically out of itself.

When the Allegro main section begins, we find still another Sibelian touch —
a theme beginning (in the violins) with a long, sustained note, and gathering
momentum towards the end in quicker notes. The theme is of ambiguous tonality,
sharing qualities of E minor and its relative major, G. The theme’s coiled tension is
fully released when the entire orchestra presents this idea in splendorous glory.
Three more themes appear in this richly melodic exposition.

The slow movement is built largely from the initial theme — a slowly rocking,
melancholic line played first by violins and cellos with mutes, which give an added
tinge of greyness.
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The Scherzo looks back to Bruckner in its insistent pounding character, and
even further back to Beethoven’s Ninth in the use of frequent melodic outbursts
from the timpani. The central Trio section stands in marked contrast in its idyllic
mood, tonality (E major as opposed to the C-major/minor Scherzo), tempo (lento)
and thinned-out texture.

For the Finale, we return to the symphony’s opening gesture — that long, solo
clarinet line, but played now by the string section (minus the basses) in a grand,
heroic manner punctuated by solemn brass chords. Two strongly contrasted ideas
are presented and developed: a springy, dancelike motif with syncopated rhythms,
and a deeply expressive, soulful theme played first by the combined violin sections
on the G string for extra warmth and sonority. The symphony builds to a monu-
mental climax, but ends abruptly — with a strange, sudden tapering off and two
pizzicato chords in the strings, just as did the first movement.

Sibelius:
Symphony No.4 in A minor, 0p.63

I Tempo molto moderato, quasi adagio
I Allegro molto vivace

Il Il tempo largo

IV Allegro

Severe, bleak, ascetic, stark, spare, somber, brooding, acrid, gloomy, grim,
forbidding, uncompromising, stern, austere — these are the adjectives commonly
invoked to describe Sibelius’ Fourth Symphony. They are not the kind of words that
send most listeners scurrying to hear a musical composition, and indeed, this sym-
phony will not - can not — ever be “popular” in the way that Beethoven’s Ninth,
Tchaikovsky’s Fifth or even Sibelius’ own Fifth are. Sibelius certainly underscored
the case when he remarked that there was “nothing, absolutely nothing of the cir-
cus about it!” And yet, those who do know this highly imaginative, radical, chal-
lenging, audacious and profoundly compelling symphony consider it to be by far
the best of Sibelius’ seven works in the genre, and one of the greatest written in the
twentieth century.

Sibelius was just about at the mid-point of his long life of 91 years when he
wrote his Fourth Symphony. Its external stimulus derives largely from a trip the
composer made with his brother-in-law Eero Jarnefelt to Koli Mountain (in north-
east Finland) in the fall of 1909. He described the experience there as follows:
“Wherever one turned one’s gaze, it was met by inspiring impressions: the autum-
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nal lake Pielisjarvi with its bluish gray waves, their tumultuous dance occasionally
enlivened by a flash of sun; the bare white rocks, the broken landscape round the
mountain, the view to the Russian border over an endless sea of forest.”

It must be emphasized that, however tempting it may be to see bleak moun-
tain peaks, grey skies and endless miles of forest in the Fourth Symphony, Sibelius’
visit to Koli provided only its external stimulus, its pervasive mood and atmosphere,
not a programmatic outline as found in, for example, Strauss’s Alpine Symphony.
Erik Tawaststjerna, the leading Sibelius authority of our age, believes that “one can
speak of the Fourth Symphony indeed as the culmination of [Sibelius’] ‘inner
search,” of his Faust-like quest for the transcendental.” Inevitably, the first audience
to hear this symphony, on April 3, 1911 with Sibelius conducting, was bewildered.
“Everything seems strange,” wrote one critic. “Curious, transparent figures float
here and there, speaking to us in a language whose meaning we cannot grasp.”

The Fourth Symphony exudes gaunt power, strength, intensity of musical
thought and organic unity, qualities achieved largely through the binding of all four
movements with the pervasive use of a motif announced in the symphony’s open-
ing bars. In the somber tones of cellos, double basses and bassoons we hear the
four notes C - D - F-sharp - E. Each movement is built from the same musical DNA,
so to speak, and expands upon the material that is based upon or derived from this
single initial motif.

The symphony reveals an extreme economy of expression, a reduction of
musical thought to its barest essentials. There is no padding, no repetition for its
own sake, not a single superfluous note. Instead we find ceaseless continuity of
growth, where every note, phrase, measure and section arises inevitably from the
intervals, germ cells, motifs, fragments, scale patterns, wraithlike murmurings, osti-
natos and other musical material that came before. There are elements of tradition-
al sonata form in the outer movements and of scherzo-trio-scherzo in the second,
but they are more implied than fulfilled.

Writing in 1920, the famed British critic Ernest Newman remarked that in
stripping the music of those expansive repetitions, transitions, and developments to
which audiences had become accustomed, Sibelius had distilled a work in which
“every theme springs abruptly out of the earth and challenges the ear to take it in
at once and adjust it to its fellows; and everything seems to be in the foreground,
all in the one plane.”

For a profile of Robert Markow, see page 31.
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