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Michiyoshi Inoue was born in Tokyo in 1946. He got critical acclaim following his 1st prize
at Guido Cantelli Conducting Competition, which brought him to attention of international
music scene, and he has been a familiar face on podiums all over the world ever since. Inoue
was formerly Principal Guest Conductor of New Zealand Symphony, Music Director of New
Japan Philharmonic, Music Director of Kyoto Symphony, Principal Conductor of Osaka Philhar-

monic, and Music Director of Orchestra Ensemble Kanazawa (OEK). Currently he is Conductor
Laureate of OEK.
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Sat. 2 November 2019, 15:00 at APRICO Hall

572 @ H 1B michiyoshi INOUE, Conductor
IVY—pYR9— @ LIKNKE Tomoshige YAMAMOTO, Concertmaster
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Beethoven: Symphony No. 6 in F Major, op.68, "Pastoral
B&(CBE VRO RIRIG D DHEH

I Allegro ma non troppo
INDIEFEDDIESR

I Andante molto mosso

I Allegro HEDALDELVEN
IV Allegro &S, &
V Allegretto WADHT. BDHBDEBFULVLESDTIFE

{AE8 / Intermission (20 %)
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Beethoven: Symphony No. 5 in C Minor, op.67

I Allegro con brio

I Andante con moto
I Allegro

IV Allegro
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Program notes by Robert Markow

Beethoven:
Symphony No. 6 in F Major, op.68, "Pastoral”

I Awakening of happy feelings on arriving in the country: Allegro ma non troppo
I By the brook: Andante molto mosso

I Merry gathering of country folk: Allegro

IV Thunderstorm: Allegro

V Shepherd’s song — Happy and thankful feelings after the storm: Allegretto

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

The dividing line between program music and absolute music is a thin one,
but Beethoven proved himself a master of both in his Sixth Symphony. Although
the work has been produced with scenery, with characters who move about on
stage, and as part of the cinema classic Fantasia, Beethoven took care to advise
that the symphony is “more an expression of feeling than painting.” The com-
poser’s own love for the pleasures of the country are well-known. The time he
spent in the woods outside Vienna offered his tortured soul precious solace and
peace of mind. To quote the composer: “How glad I am to be able to roam in
wood and thicket, among the trees and flowers and rocks. No one can love the
country as I do -+ In the woods there is enchantment which expresses all things.”

The symphony received its first performance in Vienna as part of that in-
credible marathon concert of 22 December, 1808 at the Theater an der Wien, an
all-Beethoven concert that also included the Fifth Symphony, Fourth Piano Con-
certo, Choral Fantasy and some vocal and choral music.

The symphony’s opening places us immediately in relaxed, beatific sur-
roundings. The day is sunny, warm and abounding in nature’s fragrances and
gentle breezes. But aside from conjuring nature imagery, the music is remarkable
for its motivic writing — virtually the entire movement is built from tiny musical
cells found in the first two bars. Entire phrases and sentences are often formed
from these motivic ideas repeated again and again.

The second movement invites contemplation. To Donald Francis Tovey,
this is ‘a slow movement in full sonata form which at every point asserts its de-
liberate intention to be lazy and to say whatever occurs to it twice in succession,
and which in doing so never loses flow or falls out of proportion.”

The Sixth is the only symphony in which Beethoven departed from the
four-movement format. The remaining three movements are played without in-
terruption. Rough, peasant merry-making and dancing are portrayed, but the
boisterous festivities suddenly stop when intimations of an approaching storm are
heard. There is not much time to take cover; a few isolated raindrops fall, and
then the heavens burst open. Timpani, piccolo and trombones, all hitherto silent
in the symphony, now make their entrances.

With the tempest over, a shepherd’s pipe is heard in a song of thanksgiving
for the renewed freshness and beauty of nature. The joyous hymn is taken up by
the full orchestra as if, to quote Edward Downes, “in thanks to some pantheistic
god, to Nature, to the sun, to whatever beneficent power one can perceive in a
universe that seemed as dark and terrifyingly irrational in Beethoven’s day as it
can in ours.”
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Beethoven:
Symphony No. 5 in C Minor, op.67

I Allegro con brio

I Andante con moto
I Allegro

IV Allegro

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

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

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

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

The emotional peak of the symphony arrives in the finale. Traditionally, the
finale represented merely a lightweight, festive ending. But in the Fifth, the finale
assumes a new role, acquiring the status of triumphal solution, the grand perora-
tion that resolves conflicts and tensions of the preceding movements. Hector Ber-
lioz, 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 47.
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Naoto Otomo graduated from Toho Gakuen School of Music. He made his debut with NHK
Symphony Orchestra at 22. Currently Otomo is Honorary Guest Conductor of Tokyo Sym-
phony, Conductor Laureate of Kyoto Symphony, and Music Director of Ryukyu Symphony. He
was the first Music Director of Tokyo Bunka Kaikan for 8 years (2004-12). Otomo received
8th Akeo Watanabe Music Foundation Award in 2000 and 7th Hideo Saito Memorial Fund
Award in 2008.
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Mon. 4 November 2019, 14:00 at Chofu Green Hall

1518 @ KKE Naoto OTOMO, Conductor
SrAAU> @ I\MIER miki KOBAYASHI Violin
JVP—YR5I— @ LLIAKRE Tomoshige YAMAMOTO, Concertmaster

TUVH BB NVRASVEUIR=T] Rl 69

Glinka: Overture to "Russlan and Ludmilla"

AIFIRI— A A U 53286 G opes o)

Mendelssohn: Violin Concerto in E minor, op.64

I Allegro molto appassionato
I Andante
I Allegretto non troppo - Allegro molto vivace

AE8 / Intermission (20 %)

h

RI#)LH—2  STEZEOT RIGEA op.95 8178
GRttFRED) @9

Dvorak: Symphony No.9 in E minor, 0p.95 B.178, "From the New World"

Adagio - Allegro molto
Largo

Scherzo: Molto vivace
Allegro con fuoco
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Violin
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Miki Kobayashi caught a great attention and popularity as a violinist after she won the 2nd
Prize in Wieniawski International Violin Competition in 2011. She played with prestigious or-
chestras in Japan, and also collaborated with Maxim Vengerov and major orchestras in Po-
land. She is very active as a chamber musician at Miyazaki International Music Festival and

Kamakura Performing Arts Center Solisten. In the 2013, she was awarded “24th Idemitsu
Music Award”.
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Program notes by Robert Markow

Glinka:
Overture to "Russlan and Ludmilla"

Mikhail Glinka: Born in Novospasskoye, Russia, June 1, 1804; died in Berlin,
February 15, 1857

Glinka holds a special place in the history of Russia as its first important
composer of classical music and as the first to write operas with distinctly Russian
subject matter and flavor. Until the premiere of his first opera, A Life for the Czar
in 1836, opera in Russia tended to be cheap imitations of Italian models. But A
Life for the Czar changed that. After its successful premiere, Glinka was encour-
aged to write a second opera, Russlan and Ludmilla , based on an early Pushkin
poem complete with a disappearing princess, a wizard, a magic sword, a gigantic
talking head, a magic ring, a wicked fairy who lives in an enchanted palace, and
evil spells cast by a dwarf. One can only shake one’s head in astonishment that,
with such a story, the opera was still a failure. To this day, performances of the
complete opera are as rare outside of Russia as the Overture alone is popular.
Russlan and Ludmilla received its premiere in St. Petersburg on December 9,
1842. A few years later it was given at the Bolshoi Theater in Moscow, where it
has by now been seen in over 700 performances in eleven different productions.

This curtain raiser makes its effect with speed, brilliance and the intoxication
of strings whirling in virtuosic clouds of notes. The lyrical second theme, introduced
by the cellos, belongs to the hero Russlan, who sings it in an aria in Act II.

Mendelssohn:
Violin Concerto in E minor, op.64

I Allegro molto appassionato

II 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
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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 Septem-
ber of 1844.

It was well worth the wait. The sense of facility and effortless grace, its pol-
ish 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 Ge-
wandhaus 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
development section and the recapitulation, with the soloist continuing on as ac-
companist after the orchestra reenters. Thus, the cadenza assumes a more impor-
tant 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 briefly, with trumpets
and timpani adding a touch of agitation. The principal theme then returns in var-
ied 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.

Dvorak:
Symphony No.9 in E minor, op.95 B.178,
"From the New World"

I Adagio - Allegro molto
I Largo

Il Scherzo: Molto vivace
IV Allegro con fuoco

Antonin Dvotdk: Born in Mihlhausen, Bohemia (today Nelahozeves, Czech
Republic), September &8, 1841; died in Prague, May 1, 1904

Dvotdk’s Symphony No. 9, the “New World Symphony” to most listeners,
received its world premiere in New York’s Carnegie Hall on December 16, 1893.
Although the “New World” Symphony was written in the New World, it is not
specifically about the New World. True, there are themes that could be con-
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strued as being “authentic” songs of the American Indians or African-Americans,
but in fact, as in Dvotdk’s Slavonic works, he did not actually quote directly from
folksong but rather composed his own based on study of the source material.

One “New World” aspect of this symphony is the role played by Longfel-
low’s epic poem The Song of Hiawatha, which Dvotak had read in Czech trans-
lation some thirty years earlier. He re-read the poem in America and claimed that
the scene of Minnehaha’s funeral in the forest inspired the Largo movement of
his symphony, while the Indians’ Dance was responsible for the Scherzo. Dvofak
actually visited Hiawatha’s land (Iowa and southern Minnesota), but the sympho-
ny was essentially complete by this time, so whatever influence Hiawatha had on
him was purely literary, not geographical. Finally, it is worth noting that America
was celebrating in 1892 (the year Dvofék arrived in America) the four hundredth
anniversary of Columbus’ discovery of the New World.

From the New World alone of Dvorak’s nine symphonies opens with a
slow introduction. Within the space of just 23 measures, the composer incorpo-
rates moods of melancholic dreaming and tense foreboding, startling eruptions
and a surging melodic line. The main Allegro section is launched by horns in an
arpeggiated fanfare motif in E minor, a motif that will reappear in all remaining
movements as well. Several additional themes follow.

The Largo contains one of the most famous themes in all classical music.
Many listeners know it as the song “Goin’ home,” but Dvofédk did not borrow the
theme from a spiritual; it is his own, and the words were superimposed after the
symphony was written by one of his students, William Arms Fisher. Although
Dvordk himself claimed the movement was inspired by a passage from Longfel-
low’s poem, Otakar Sourek (himself a Czech), believes the listener is equally en-
titled to imagine instead Dvordk longing for his homeland: “the melancholy, wide
expanses of the South Bohemian countryside, of his garden at Vysoka, of the
deep solemn sighing of the pine forests, and the broad, fragrant fields.”

The Scherzo is one of the most energetic and exhilarating movements
Dvoték ever wrote, and borders on the virtuosic as well for the dazzling orches-
tral display it entails. The contrasting Trio section is a charming rustic dance
introduced by the woodwind choir and set to the lilting long-short-long rhythm of
which Schubert was so fond.

The finale too contains its share of melodic fecundity and inventiveness.
The development section develops not only material from this movement but
from the three previous ones as well, especially the main theme of the Largo,
which is fragmented and tossed about with almost reckless abandon. The grand
climax of the long coda brings back the chordal sequence that opened the Largo,
but now painted in broad, majestic strokes in the full brass and woodwind sec-
tions. The final chord is a surprise — not a predictably stentorian chord played
fortissimo by the full orchestra, but a lovely, warm sonority of winds alone, a
sound that lingers gently on the ears.

For a profile of Robert Markow, see page 47.
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Eliahu Inbal was born in Israel in 1936. He held numerous chief posts with orchestras such
as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Berlin, Teatro la
Fenice di Venezia, and Czech Philharmonic. He was appointed Conductor Laureate of To-
kyo 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 Government, and
by the cities of Frankfurt and Wien. In August 2019, Inbal served as Principal Conductor of
Taipei Symphony Orchestra.
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Program notes by Robert Markow

Tchaikovsky:
Francesca da Rimini, op.32

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

Forbidden love, love unfulfilled, and love crushed by Fate are all prevalent
themes in Tchaikovsky’s output, as seen, for example, in Eugene Onegin, Swan
Lake, and Romeo and Juliet. The tragic tale of Francesca da Rimini, one of the
most famous in Dante’s Divine Comedy, also ranks among these, and is presum-
ably based on fact. Tchaikovsky’s musical portrayal takes place in the second cir-
cle of Hell, where souls of lustful sinners are eternally tormented by cruel, howl-
ing winds. When, in the course of his journey, Dante arrives at the second circle,
he encounters Paolo Malatesta and Francesca, who approach and tell of their
doomed love. Beginning with the words “There is no greater pain than happiness
remembered in time of misery,” Francesca relates how she was betrothed to
Gianciotto Malatesta of Rimini, who, being old and unattractive, wooed the
beautiful young woman by proxy, his own younger and handsome brother Paolo.
But Paolo and Francesca fell madly in love with each other, and when Gianciotto
caught them, murdered the pair.

Tchaikovsky first considered writing an opera based on this tempestuous
story, but abandoned the idea when the libretto submitted to him proved to be
unusable. (Francesca operas have been written by Rachmaninoff, Napravnik and
Zandonai.) Instead he wrote a symphonic fantasia, employing his masterly
orchestrative skills and theatrical flair to the fullest. The premiere performance,
given in Moscow on March 9, 1877, received considerable critical acclaim, and
the work has established itself as one of the most successful transformations of
literature into music.

The composition opens with a gruesome sound invoking the smoldering
pits and agonies that afflict the damned. In the Allegro vivo section, raging
winds buffet the unhappy denizens, just as storms of passion possessed them in
their former lives. In a contrasting quiet passage, introduced by a tender solo
clarinet, Francesca tells Dante her tragic story. After its climax, the tempest
returns, sweeping away the lovers in a turmoil of driving, screaming winds.
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Shostakovich:
Symphony No.11 in G minor, op.103,
"The Year 1905

I The Palace Square. Adagio

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

IV The Tocsin. Allegro non troppo

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

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

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

The 58-minute work is in four movements (played without pause), which
are unified thematically through the use of recurring themes. A large measure of
the symphony’s potent effect derives from the quotations of nineteenth-century
popular revolutionary songs. The titles confirm their topical relevance: “You Fell
a Victim” (a funeral march), “Boldly, Comrades, Keep Step!” (a battle march),
“Rage, Tyrants!” (a student protest song), etc. “All have long been enshrined in
the realm of musical folklore,” writes Russian scholar Laurel Fay. “For the Russian
listener, even a snatch of one of these tunes carries a subtext of symbolic and
concrete imagery. --*While the basic building blocks of the symphony may be less
familiar to the non-Russian listener than to the native, Shostakovich succeeds in
crafting those blocks into a vivid and compelling drama that communicates, as
only music can, across national boundaries.”

The symphony opens with a frighteningly realistic evocation of a bleak,
freezing-cold dawn with the Winter Palace looming before us. Strings and harp
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begin quietly with frosty, monolithic chords. Eventually distant fanfares are heard
from a lonely trumpet, then the horn. Timpani softly, ominously, murmur a triplet
motif that will play a large role throughout the symphony, returning in various
guises, most notably as the horrifying climax of the second movement. Listeners
eager for a “tune” will have to be patient; there isn’t one until about six minutes
have elapsed, at which time flutes offer a consoling rendition of a prison song,
“Listen.” A second prison song, “The Prisoner”, crawls despairingly from the cel-
los and basses, then from the woodwinds. An atmosphere of fearful oppression
and menace hangs over the entire fifteen-minute movement.

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

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

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

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

For a profile of Robert Markow, see page 47.
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JIVY—hIR9— @ LIKKE Tomoshige YAMAMOTO, Concertmaster
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Shostakovich: Violin Concerto No.1 in A minor, op.77

I Nocturne: Moderato ®EM,/ ET>—h

I Scherzo: Allegro 7\’7)L/‘J7r/7L/9 O

I Passacaglia: Andante NS AT /TSI IT

IV Burlesque: Allegro con brio JIWRD /7Lo0- Y - TUS
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Shostakovich: Symphony No.12 in D minor, op.112, "The Year 1917"
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Il Aurora: Allegro rUo—->,/7u70
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Josef SPACEK

Violin
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©Radovan Subin
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Josef Spatek was born in Czech in 1986. He won the 3rd prize at Carl Nielsen International
Violin Competition in 2008. Spacek has served as concertmaster of Czech Philharmonic, the
youngest in its history. The orchestra named him “Associate Artist” as of January 2016. He will
leave this post by the end of the 2019/20 season in order to devote himself exlusively to his
solo career. Spacek played with orchestras including Philadelphia Orchestra, Bamberger Sym-
phoniker, and Helsinki Philharmonic under batons of Bélohlavek, Hrisa, Gergiev, and Inbal. He
performs on the ca. 1732 “Le Brun; Bouthillard” Guarneri del Gesu violin, generously on loan
from Ingles & Hayday.
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Program notes by Robert Markow

Shostakovich:
Violin Concerto No.1 in A minor, op.77

I Nocturne: Moderato

I Scherzo: Allegro

Il Passacaglia: Andante

IV Burlesque: Allegro con brio

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

Throughout most of his long career as one of the Soviet Union’s foremost
composers, Dmitri Shostakovich was forced to be ever vigilant against the vicissi-
tudes of official Party doctrine regarding artistic expression. “Socialist Realism”
was in; “Formalism” was out. The terms are largely meaningless in themselves,
but they signified that the only acceptable music was that which was under-
standable by the masses, music promoting optimism, music imbued with heroic
sentiment and richly laden with simple, tuneful themes. Proscribed were such
subversive elements as strong dissonance, atonality, introspection and unsingable
melodies. These qualities were regarded as synonymous with the contemptible,
bourgeois, decadent culture of certain Western countries, and to be shunned by
any respectable Soviet citizen.

The Violin Concerto No. 1, completed in 1948, is a deeply personal state-
ment that emanates from the composer’s innermost artistic soul, designed to sat-
isfy first and foremost the dictates of his own creative sensibilities, not those of
government bureaucrats. Much of the concerto is darkly introspective, reflective
and somber in mood — hardly material to inspire Soviet workers to greater pro-
ductivity or to further some political cause. Shostakovich prudently waited until
after Stalin’s death (1953) to present this concerto to the public. To have done
otherwise would have incurred almost certain condemnation. David Oistrakh, for
whom the concerto was written (as were the Concerto No. 2 of 1967 and the
Violin Sonata of 1968), was soloist in the highly successful world premiere, given
on October 29, 1955 with the Leningrad Philharmonic conducted by Yevgeny
Mravinsky. The score was published the following year as Op. 99, and for years
it retained this opus number. However, Shostakovich had had the foresight to
leave lacunae in his opus numberings during the most troublesome years, partic-
ularly from 1948-1953. Op. 77 signifies the concerto’s proper chronology. (A film
score now bears Op. 99.) Oistrakh was also the soloist at the American premiere
(December, 1955) when Dmitri Mitropoulos conducted the New York
Philharmonic. Oistrakh recorded the concerto not only with Mravinsky and
Mitropoulos, but also with the composer’s son Maxim.

The concerto is unorthodox in form, symphonic in scope and largely avoids
the virtuosic display found in many Russian concertos. Oistrakh called the solo
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role “very profound, Shakespearian, demanding from the artist the greatest emo-
tional and intellectual dedication.”

The opening movement is an extended nocturne — grave, contemplative
and eloquent — that rises inexorably to an impassioned climax. Then follows a
brusque scherzo, full of rhythmic zest and Shostakovich’s typically sardonic
humor. Listeners familiar with other works of Shostakovich’s later years (the
Tenth Symphony, Eighth Quartet and First Cello Concerto, for examples), may
note the presence here of his recurring DSCH motif (Dmitri SCHostakowitsch in
the German spelling, which corresponds to the notes D-E flat-C-B, also in
German orthography). The Passacaglia is another slow movement. In a passaca-
glia, a melody, most often in the bass line, is repeated over and over while other
musical events are played out in the upper parts. An elaborate cadenza —
almost a movement in itself and the emotional core of the entire concerto —
leads gradually from the seriousness of the Passacaglia to the highly energetic
finale full of dance rhythms and folk tunes.

Shostakovich:
Symphony No.12 in D minor, op.112,
"The Year 1917"

I Revolutionary Petrograd: Moderato - Allegro
I Razliv: Adagio

Il Aurora: Allegro

IV The Dawn of Humanity: Allegretto - Moderato

Like Shostakovich’s Eleventh Symphony, which the TMSO performed five
days ago in Tokyo Bunka Kaikan, the Twelfth is a large-scale work in four move-
ments played without pause. Both are inspired by and commemorate a historical
event in Russian history from a specific year of the twentieth century, as indicated
in their subtitles. Both employ a “motto” theme found in all four movements, and
both communicate an atmosphere of deeply serious intent and patriotic pride. The
Twelfth even incorporates passing fragments of musical material from the previous
symphony.

Shostakovich was himself a witness indirectly to events he portrayed in the
Twelfth Symphony. As a boy of ten, he was in the crowd in the square at Finland
Station on the day Lenin arrived in Petrograd (as St. Petersburg was known at the
time), and the event “was imprinted in my memory forever. --- Naturally, when you
are working on a composition about the October Revolution, the first thing that
comes to mind is the image of Vladimir Ilyich Lenin, the great leader of the work-
ers.” Although the Twelfth Symphony is an example of musico-historical painting,
it is not nearly as graphic in its depiction of events as was the previous symphony.
In fact, the Twelfth’s opening movement is unique in Shostakovich’s symphonic
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output for its fidelity to extended sonata-allegro form (exposition with contrasting
themes — development - recapitulation — coda).

The first performance was given on October 1, 1961 in Leningrad (as Petro-
grad was renamed in 1924; today it is once again St. Petersburg) with Yevgeny
Mravinsky conducting the Leningrad Philharmonic. Two weeks later it was given
in Moscow. Shostakovich scholar Laurel Fay has these words to say about the
symphony’s reception: “The much-anticipated work commemorating Lenin and the
Bolshevik Revolution by the most eminent living Soviet composer - newly clasped
to the bosom of the Communist Party - was unfurled with great fanfare on the eve
of the twenty-second Party Congress [late October 1961]. Shostakovich was in-
vited to attend the Congress as a guest. That the Twelfth Symphony might turn out
to be anything less than a brilliant masterpiece was unthinkable. So it is hardly sur-
prising that critics railed zealously behind the new symphony, hailing the Twelfth
as a worthy successor to the Eleventh, a balancing pendant to a diptych of ‘revolu-
tionary’ symphonies.”

The opening theme in the lower strings serves as an introductory idea whose
stately, serious tone is soon converted into an energized, almost frantic version
of it heard initially in the bassoons. The second subject (also introduced in the
lower strings) is hymn-like and flowing; this becomes the motto of the symphony
as it recurs prominently in each movement in varied moods, rhythms and melodic
outlines. The movement’s subtitle, “Revolutionary Petrograd,” suggests, in general
terms, a restless populace brimming with discontent and pent-up energy.

The second movement is subtitled “Razliv,” the name of the tiny village sixty
kilometers north of Petrograd where Lenin hid out and from which he directed
events on the eve of the Revolution. The darkly brooding character of the music
suggests to some listeners the mood of the solitary Lenin. Once again, it is in the
lower strings that the movement’s principal thematic material is introduced, now in
soft, tensely coiled fragments. A second new theme is heard in the flute and clari-
net following reminiscences of the motto from the first movement.

The short (barely five minutes) third movement, subtitled “Aurora,” is ush-
ered in with the softest music in the symphony (nearly inaudible throbs from the
timpani) and rides into the finale atop a horrendous wall of sound. This movement
is no mere reflection or scene painting; it is a full-fledged graphic account of the
event that sparked the October Revolution, the shelling of the Winter Palace by
the cruiser Aurora. Hugh Ottaway sees the movement as “a single concrete image
— a mounting crescendo of activity [and] one of the most successful embodiments
of Shostakovich’s embattled percussion; weight and proportion are exactly right,
and the impulse is musical throughout.”

The finale, “The Dawn of Humanity,” is announced by a noble song of tri-
umph from the unison homns (derived from the motto theme). Themes from the pre-
vious movements, including the all-important motto in its pure form, mingle with
this song of triumph, and the symphony ends in an apotheosis representing the
success of the glorious Revolution.

For a profile of Robert Markow, see page 47.
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Sat. 23 November 2019, 14:00 at Suntory Hall
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Shostakovich: Festive Overture, op.96
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Tchaikovsky: 1812 Overture, 0p.49
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Winner of the International Mozart Competition in Salzburg in 2016, Saskia Giorgini is con-
sidered one of the most interesting pianists of the young generation. She has played with
orchestras such as Lodz Philarmonic Orchestra in Poland, CBC Radio Orchestra in Canada,
and Symphonieorchester Vorarlberg under the baton of conductors such as Manacorda and
Battistoni. A special affinity for chamber music brings her regularly together with renowned
partners: Bostridge, Jansen, Brunello and many others.
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Program notes by Robert Markow

Shostakovich:
Festive Overture, 0p.96

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

The Festive Overture is a short but brilliant and rousing concert opener,
written in late 1954 to commemorate the 37th anniversary of a momentous event
in Soviet history: the October Revolution of 1917. For the occasion, the compos-
er remarked that he wanted “to convey the feelings of a man who has experi-
enced the hardship of the war years and the enthusiasm of peaceful labor at the
construction projects of the new five-year plan.” These were sweet words to
Party officials; furthermore, the Festive Overture contained precisely the kind of
music they endorsed: uplifting, optimistic, tuneful, pertinent to an event in the
nation’s history, and capable of being enjoyed by every factory worker and gov-
ernment clerk. Much of Shostakovich’s “Party” music is of historical interest only
(cantatas and songs to patriotic texts, film scores, etc.), but the Festive Overture
rises above these in the brilliance of its scoring, its fine craftsmanship and witty
effects to claim a niche among the composer’s most popular works on several
continents.

There are three themes: the opening mock-heroic brass fanfare, a sparkling
subject in the woodwinds that whirrs along at supersonic speed, and a broadly
lyrical theme for strings. There is just enough time to insert a pseudo-balalaika
episode (pizzicato strings) before the themes begin to return, all richly adorned
with plenty of percussion. The overture ends with an unabashed appeal for
applause.

Rachmaninoff:
Rhapsody on a Theme of Paganini, op.43

Sergei Rachmaninoff: Born in Oneg, district of Novgorod, April 1, 1873; died in
Beverly Hills, California, March 28, 1943

Rachmaninoff’s Rhapsody on a Theme of Paganini is not, as the title
falsely implies, really a rhapsody at all. The term “rhapsody” suggests a loosely
organized structure, but in fact the work follows a very clear, taut design - a set
of 24 variations. One might, however, associate the piano soloist with the role of
the ancient Greek rhapsode, the specially trained singer or reciter of epic
poems. Wit, charm, romance, rhythmic verve and masterly orchestration com-
bine in what many consider to be one of Rachmaninoff’s greatest compositions.
It was first performed on November 7, 1934 in Baltimore with Leopold
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Stokowski leading the Philadelphia Orchestra and the composer at the piano.

The Rhapsody begins with the curiously “misplaced” first variation; only
afterwards do we hear the theme in its original, intact form, played by violins
with piano accentuations. Variations 2-5 all retain rhythmic tautness and drive.
Finally in Variation 6 does a more rhythmically free and sentimental tone creep
in. A new theme enters at Variation 7, that old funeral chant for the dead, the
“Dies irae,” which Rachmaninoff had incorporated into so many of his previous
works. In fact, though, there is a melodic kinship between the chant theme and
Paganini’s. The “Dies irae” returns in Variation 10, a grotesque march. In
between (Variations 8 and 9), a demonic quality is maintained, especially in
Variation 9 with its col legno (string players using the wooden part of their
bows) tappings and frenzied rhythmic conflict between orchestra and soloist.
Variation 11 is essentially a highly florid cadenza with a true rhapsodic flavor to
it. Two variations in D minor follow: one a nostalgic, wistful minuet set to
Paganini’s fragmented theme; the other a sturdy pronouncement of the theme,
still in triple meter, in a more straightforward presentation. Variations 14 and 15
are in F major, with the latter almost entirely for piano alone. Dark, ominous,
even ghostly stirrings seem to emanate from Variation 16. The next one does
nothing to lighten the oppressive mood.

Suddenly, as if emerging into the light of day, we hear the sounds of an
old friend softly intoned, that famous eighteenth variation. This lush, glorious
music is no intrusion, for, like the “Dies irae,” it too bears a melodic relationship
to the Paganini theme; in fact, it is almost an inverted image of it. The music,
from now on in the original key of A minor, proceeds swiftly to its conclusion,
each variation more scintillating than the last. The gathering momentum and
dazzling passage work for the soloist lead one to expect a conclusion of over-
whelming bravura and force. Indeed, this expectation is almost fulfilled, but at
the last moment, Rachmaninoff pulls back and, with a wicked chuckle, ends his
Rhapsody quietly with a last, lost fragment of the memorable theme.

Tchaikovsky:
“Romeo and Juliet” Fantasy Overture

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

None of Shakespeare’s tragedies has inspired more musical compositions
than Romeo and Juliet: nearly thirty operas, incidental music for hundreds of
productions, and miscellaneous other works almost beyond counting. The subject
— love — has something to do with it, of course, but love is treated in numer-
ous other works as well. What makes Romeo and Juliet so compelling is the
heartbreak of the family feud that acts as a kind of fate hovering over the two
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young lovers, something beyond the control of the hapless victims. In his music,
Tchaikovsky infuses this story with the elemental emotions, soaring passions and
poetic impulses that make Shakespeare’s play so gripping in its expressive power.
Although the word “overture” appears in the title, it is really a symphonic poem
in all but name, a self-contained orchestral work in one movement inspired by an
extra-musical stimulus.

Romeo and Juliet is understandably one of Tchaikovsky’s most popular
orchestral works. Edward Downes calls it “a sudden blaze of inspiration revealing
a unique genius which, though it seldom burned with a steady flame, reached
peaks of intensity equaled by few.” Even more remarkable is the fact that this is
one of the composer’s earliest orchestral scores. The suggestion for it came from
Mily Balakirev, a prominent composer himself and mentor of many late nine-
teenth-century Russian composers. Balakirev guided the young Tchaikovsky
through the composition of Romeo and Juliet; some advice he took, other he
rejected, and the work went through several revisions between its premiere in
1870 and its final form of 1880. The score was dedicated to Balakirev, whose
undeniable help to Tchaikovsky has been described as “friendly tyranny.”

Tchaikovsky makes no attempt to follow the story line, yet succeeds admi-
rably in capturing the essential tone and substance of the play in a satisfying
musical argument. Three main subjects are presented and interwoven in the
nineteen-minute symphonic poem: the solemn, ecclesiastical music representing
Friar Laurence (the opening passage); the furious strife music of the feuding fami-
lies of Montagues and Capulets, with its irregular accentuation and stabbing
effects; and the soaring, lushly romantic love theme. The central portion of the
work develops into a struggle between the forces of strife (Montagues and
Capulets) and conciliation (Friar Laurence). The love theme returns gloriously in
the full orchestra, but the strife music too makes a reappearance in terrible fury.
The coda consists of the love music transformed into a lament, as if accompany-
ing a funeral cortege.

Tchaikovsky:
1812 Overture, 0p.49

Tchaikovsky’s 1812 Overture is one of the most outrageously sensational
sound spectaculars ever created. It was written as an occasional work to honor
a page in Russian history: the victory of Russia over Napoleon'’s invading forces
during the winter of 1812. The work has been described as a motion picture of
historical events, with Napoleon’s invasion of Russia, the siege, and rout at the
Battle of Borodino portrayed in musically graphic terms.

Nearly seventy years after Napoleon’s withdrawal, the Cathedral of Christ
the Redeemer was erected in Moscow to commemorate this event. Nikolai Ru-
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binstein, head of the Moscow Conservatory and director of the Russian Musi-
cal Society, was put in charge of the music that would be heard to consecrate
this cathedral. Rubinstein turned to Tchaikovsky, asking him to write a suitable
composition. Although not generally disposed towards writing to commission,
Tchaikovsky complied. To his patroness Nadezhda von Meck, he wrote: “Nothing
is more unpleasant to me than the manufacturing of music for such occasions. -
But I have not the courage to refuse.”

An outdoor performance was planned for the great square in front of the
Cathedral. Brass bands, cannon fire, shotguns and the pealing of every church
bell in Moscow were to be incorporated. But as it happened, the church festivities
took place without Tchaikovsky’s music. The first performance was delayed until
an all-Tchaikovsky concert conducted by Ippolit Altani at the 1882 Russian Art
and Industrial Exhibition in Moscow.

The musical content can only be described as a potpourri: the Russian
hymn, God preserve Thy people (the opening passage for a sextet of violas and
cellos), opens the 1812 Overture. Quotations from the French national anthem,
La Marseillaise, describe the French progress in their campaign. Russian oppo-
sition comes in the form of two Slavic melodies Tchaikovsky lifted from earlier
works of his. During the final assault of the French to the Marseillaise tune,
Russian artillery fire effectively sends them into retreat, and the Russian forces
triumph to their own hymn accompanied by bursts of cannon fire and the tintin-
nabulation of giant bells.

Two footnotes to the 1812 experience deserve mention, though they will
probably do nothing to dampen the soaring spirits of anyone who has just heard
the piece: 1) The original cathedral was destroyed in 1931 but rebuilt in the late
1990s and consecrated in August 2000. 2) Neither the French nor the Russian
melodies Tchaikovsky used in this Overture could have been heard in 1812. The
Russian hymn was composed only in 1833 by one Alexis Lvov, and the French
anthem was banned when Napoleon proclaimed himself emperor in 1804.

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 Mon-
treal's McGill University he lectured on music for over 25 years.
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