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Martyn Brabbins is Music Director of English National Opera, Artistic Advisor of Huddersfield
Choral Society, and Visiting Professor of Conducting of Royal College of Music. He has ap-
peared at opera houses such as Teatro alla Scala and Bayerische Staatsoper, and regularly
conducts in Lyon, Amsterdam, Frankfurt and Antwerp. Brabbins has performed with most of
the leading British orchestras, Royal Concertgebouw Orchestra, and Deutsche Symphonie-
Orchester Berlin, among others. He was Principal Guest Conductor of Royal Flemish Philhar-
monic 2009-2015, Chief Conductor of Nagoya Philharmonic 2012-2016, and Artistic Director
of Cheltenham International Festival of Music 2005-2007.
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Principal trombonist of Royal Concertgebouw Orchestra, Jérgen van Rijen is also much in
demand as a soloist with a special commitment to promoting his instrument, developing
new repertoire for the trombone and bringing the existing repertoire to a broader audience.
He is a specialist on both the modern and baroque trombone. He has performed as a solo-
ist in most European countries, as well as the United States, Canada, Japan, China, Korea,
Russia, Singapore and Australia and performed concertos with orchestras including Royal
Concertgebouw Orchestra, Czech Philharmonic, and Rotterdam Philharmonic. Jérgen teaches
at Amsterdam Conservatory and has been appointed International Visiting Professor at Royal
Academy of Music, London.
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Program notes by Robert Markow

Ravel:
Le Tombeau de Couperin

I Prélude
II Forlane
Il Menuet
IV Rigaudon

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

Like many orchestral works of Maurice Ravel, Le Tombeau de Couperin
began life as a piano composition. He conceived the work as a suite of six pieces,
and its association with World War I can be confirmed by the dedications: each
piece is individually dedicated to one of the composer’s comrades who fell in
battle. Thus, even though the music seems pleasant enough, placidly objective
and colored in pastels, these qualities really only mask the painful emotions and
mood of lamentation that possessed Ravel while writing this music. “Tombeau” is
the French word for tomb or grave. By extension, a musical tombeau is a memo-
rial piece or elegy. The first performance of the piano score was given on April
11, 1919 by Marguerite Long. Ravel subsequently arranged four of the six move-
ments for chamber orchestra, in which form it was first heard at a Pasdeloup
Concert in Paris on February 28, 1920.

In seeking to evoke the courtly elegance and restraint of eighteenth-century
French music (the Couperin of Ravel’s title refers to a whole dynasty of musi-
cians, and to Francois in particular), Ravel wrote in a style emphasizing the tra-
ditional French virtues of grace, clarity and economy of means. The composer’s
biographer Roland-Manuel has written: “Its wonderful orchestration --- produces
an effect that is virtually Mozartian. Strict necessity governs every move; with
extreme economy and simplicity Ravel obtains translucence and variety of color
throughout the whole work.”

The Prelude, with its rapid, continuous sixteenth notes, recalls the Baroque
keyboard style. The Forlane is an ancient dance resembling the French Baroque
jig, though its ultimate origin goes back to the Italian gondoliers. It presents a
mood of gentle sadness and poignant melancholy in its lilting step. For its highly
polished manner and suave delicacy many listeners consider it to be the finest
movement of the suite. Classic French restraint and understatement characterize
the elegant Menuet, an aristocratic dance in moderate triple meter. The brilliant
Rigaudon is also a dance form, this one in fast duple meter, thought to be of Pro-
vencal origin.
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MacMillan:
Trombone Concerto (2016) (Japan Premiere)

James MacMillan: Born in Kilwinning, North Ayrshire, Scotland, July 16, 1959; now
living in Ayrshire

James MacMillan sprang to international attention in 1990 with the pre-
miere of his tone poem The Confession of Isobel Gowdie, which became one of
his most often played works. Since then he has composed three piano concertos
plus concerted works for nearly every instrument in the orchestra, including two
for percussion ( missing are those for double bass, flute and tuba); five sympho-
nies (the Fifth was premiered last August in Edinburgh); three operas and three
additional stage works; and numerous compositions with liturgical, religious or
spiritual implications. These include Veni, Veni Emmanuel, another of his most
frequently played works, with over five hundred performances worldwide.

In addition to aspects of the composer’s devout Catholicism (he is a Do-
minican), MacMillan’s music is distinguished by references to Scottish folklore
and by rhythmic and textural elements drawn from non-European cultures. It is
also often infused with an overtly sensual quality. All these elements contribute
to his knack for communicating with large audiences, which have embraced his
music enthusiastically. Macmillan was appointed a Commander of the Order of
the British Empire (CBE) in 2004, and a Knight Bachelor in 2015.

MacMillan’s Trombone Concerto was premiered on April 20, 2017 by the
Royal Concertgebouw Orchestra of Amsterdam conducted by Ivan Fischer. The
soloist was the orchestra’s principal trombonist, Jérgen van Rijen, to whom the
work is dedicated. The concerto was also written as a memorial to Sara Maria
MacMillan, the composer’s granddaughter, who died after suffering from a con-
genital brain condition. Macmillan noted that “thoughts of Sara were with me all
the time” he worked on the concerto. “It’s a big abstract piece, it has no particu-
lar message, but subliminally it’s haunted by her memory.” The performances this
week by the TMSO represent the concerto’s Japanese premiere. The thirty-minute
work is laid out in a single movement. The composer writes:

“[It is] based on a ‘ghostly’ theme of seven notes (but only three pitches)
heard at the start and repeated in many different guises throughout the opening
slow section. Each time it is joined by new counter-material, most importantly a
highly expressive melody on the solo trombone. This solo material descends in
tessitura as the other accompaniments become busier and unsettled. Eventually
the music gives way to a dance-like ‘scherzo’ variation, based on the opening
melodic shape. ...

A new dance rhythm takes over, a flowing waltz-like idea, again a varia-
tion on the opening theme. Gradually this poise is undermined by fast scurrying
on the lower instruments, which eventually thrusts the music into the central
development section as the pulse becomes faster and more frantic. This is halted
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briefly by a contrapuntal quartet of trombones before the music reaches its fast-
est point, dominated by the sound of a siren.

The quartet music is reprised, this time with four violas. This heralds the
main slow section of the concerto, which is initially hymn-like in character but
settles into an episode highlighting the trombone in a ‘discussion’” with solo horn
and two solo cellos. A new ethereal version of the main theme arrives and the
concerto enters the final, dance-like section in which ‘chugging’ strings are set
against virtuoso fast tonguing on the trombone. In a cadenza four trombones
have a semi-improvised conversation before a brief codetta, dominated by the
hymn-like expressivity from earlier.”

Elgar:
Variations on an Original Theme, op.36, "Enigma"

Edward Elgar: Born at Broadheath, Worcestershire, England, June 2, 1857; died in
Worcester, February 23, 1934

The premiere of the Enigma Variations on June 19, 1899 marked the begin-
ning of a new chapter in Elgar’s life. Already in his early forties, and with no reputa-
tion to speak of outside of his native England, Elgar was still regarded as “a man who
hasn’t appeared yet” (his own words). The Enigma Variations changed that dra-
matically. Following the June premiere, Elgar slightly revised the score, extended the
Finale, and saw the work played again and again to enthusiastic audiences not only
in England but on the continent and in America as well. So quickly did Elgar’s fame
spread now that he was knighted just five years after its premiere. He dedicated the
score “to my friends pictured within.”

The identities of those “friends pictured within” constitute one aspect of the
title’s enigma. Following the stately theme are fourteen variations, the first and last of
which depict Elgar’s wife and his own musical self-portrait, respectively. In between
are found idiosyncratic orchestral descriptions of twelve men and women who played
important roles in Elgar’s musical and/or social life. Each variation was prefaced with
the character’s initials or nickname. Initially Elgar refused to disclose their identities,
but later he published a detailed written explanation giving clues.

There is another enigma to the Variations. Elgar never revealed “its ‘dark
saying’ ... through and over the whole set another and larger theme ‘goes’ but is not
played.” This unplayed theme, a theme that “never appears,” has mystified the musi-
cal world for more than a century. Presumably Elgar’s wife and his friend August Jae-
ger knew the secret, but they carried it to their graves. The enigma remains.

THEME (Enigma) — The theme appears immediately and consists of two
phrases: the first, plaintive and sorrowful in G minor stated by violins in a gently
climbing and falling line; the second, in G major, shared by strings and woodwinds.
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VARIATION I — Without change of tempo, we are introduced to Caroline
Alice Elgar, the composer’s wife, “one whose life was a romantic and delicate inspira-
tion” in Elgar’s words.

VARIATION II — Hew David Steuart-Powell, a pianist with whom Elgar (as
violinist) played chamber music, is humorously travestied as warming up.

VARIATION III — Elgar presents a caricature of actor Richard Baxter Town-
shend playing an old man in an amateur theatrical.

VARIATION IV — For the first time the full orchestral sonority is heard. Wil-
liam Meath Baker was described by an acquaintance as a “Gloucestershire squire of
the old-fashioned type; scholar ---a man of abundant energy.”

VARIATION V — Richard Penrose Arnold, son of Matthew Arnold, is por-
trayed as a man of depth and seriousness of purpose.

VARIATION VI — Miss Isobel Fitton, a violist, was another enthusiastic ama-
teur who played chamber music with Elgar. Appropriately, her instrument is featured
here, depicting a woman of romantic charm.

VARIATION VII — This variation shows architect Arthur Troyte Griffith’s
clumsy attempts to play the piano and Elgar’s efforts to help him. The final slam (of
the piano lid?) suggests the frustration of it all.

VARIATION VIII — Here is depicted the tranquil lifestyle of a gracious lady,
Miss Winifred Norbury of Worcester in her eighteenth-century home.

VARIATION IX — In the best-known of the variations, Elgar creates a moving
tribute to August Jaeger. The nickname “Nimrod” refers to the biblical hunter, son of
Cush (“Jaeger” is German for “hunter”). The soft glow that infuses this music grew out
of a “record of a long summer evening talk,” reported Elgar, “when my friend Jaeger
grew nobly eloquent — as only he could — on the grandeur of Beethoven, and es-
pecially of his slow movements.”

VARIATION X — Dorabella (later Mrs. Richard Powell) was a lady of hesitant
conversation and fluttering manner. Elgar spoke of this music as “a dance of fairy-like
lightness.”

VARIATION XI — It is traditional to hear in this music the capering of Sin-
clair's bulldog Dan as he stumbles down the banks of the River Wye, paddles up-
stream to find a landing place and finally scrambles out barking.

VARIATION XII — Another amateur musician in Elgar’s circle was Basil G.
Nevinson. His instrument, the cello, predictably has a featured role in this variation.

VARIATION XIII — This variation depicts Lady Mary Lygon, who was on
a sea voyage to Australia at the time of composition. This gentle seascape includes
quotations on the clarinet from Mendelssohn’s Overture Calm Sea and Prosperous
Voyage.

VARIATION XIV — Here is Elgar himself. The composer’s assertive, self-
assured side is seen here (not his more typical reserved side), and the Variations end
in exultant tones.

For a profile of Robert Markow, see page 40.
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Francois-Xavier Roth, born in Paris in 1971, is one of the most charismatic and enterprising
conductors of his generation. He is General Music Director of the City of K&ln, leading both
the Glrzenich Orchestra and the Opera, and Principal Guest Conductor of London Symphony.
In 2003, he founded the innovative orchestra, Les Siecles, which performs contrasting pro-
grammes on modern and period instruments within the same concert. Roth has performed

with orchestras including Berliner Philharmoniker, Sachsische Staatskapelle Dresden, Royal
Concertgebouw Orchestra, Boston Symphony, and Tonhalle Orchester Zrich.
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IVH—hYRI— @ KERESL Tatsuya YABE, Concertmaster

SE—FART=\U [BHGA >V ROEAL] 5l a3

Rameau: Les Indes Galantes, Suite
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Ritsuyu-kai chorus
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Ritsuyu-kai consists of 4 mixed chorus, 6 female chorus, and 2 male chorus directed by Fu-
miaki Kuriyama. In addition to each chorus’ concerts and recordings, Ritsuyu-kai holds big

concerts and gives performances with Japanese orchestras. The chorus has appeared with
TMSO at concerts including Carmina Burana and Missa solemnis.

Fumiaki KURIYAMA

Chorus Master

R
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reh 5, GIEAER [EZ4E] OEMEE”EUT [Tokyo Cantat] BEDREICED D,
HEFSEAZHE. BREZMULEYI— [TV D] WoHEMBIBEIEES.
Fumiaki Kuriyama was born in Shimane. He graduated from Shimane University. Kuriyama
is Music Director and Conductor of Ritsuyu-kai, Artistic Advisor of Ongaku-ju, Professor of

Musashino Academia Musicae, and Artistic Director of Shimane Arts Center “Grand Toit”
Iwami Art Theater.
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Program notes by Robert Markow

Rameau:
Les Indes Galantes, Suite

I Entrée de la Suite d’ Hébé

I Premier rigaudon - Deuxiéme rigaudon

Il Premier tambourin - Deuxiéme tambourin
IV Air pour les Sauvages (Peace Pipe Dance)
V Chaconne

Jean-Philoppe Rameau: Born in Dijon, September 25, 1683; died in Paris,
September 12, 1764

Of all the great composers, Jean-Philippe Rameau probably waited longer
than any other to achieve widespread recognition in his lifetime. Not until he
was past fifty did the French musical establishment pay much attention to him,
and even then it was fortuitous circumstances that clinched the matter. Yet he is
regarded today as one of the towering figures of music history, a kind of French
counterpart to (and contemporary of) Bach and Handel.

In 1731, a rich patron, Alexandre-Jean-Joseph Le Riche de la Poupliniere,
took Rameau under his wing. Rameau became La Poupliniere’s composer-in-
residence as well as his resident organist and conductor. Les Indes galantes, first
staged at La Poupliniére’s private theater in 1735, exemplifies the genre known
as opéra-ballet, a uniquely French spectacle in which several loosely connected
acts built around a common theme are filled with divertissements, songs, and
dances, with an emphasis on the latter. Harmonic daring, emotional expressive-
ness, and brilliant coloring are all hallmarks of Rameau’s style as seen in Les
Indes galantes. The splendor of eighteenth-century court life is reflected in the
large and varied (for its time) orchestra, which includes substantial parts for trum-
pets and timpani.

A wide and variegated color spectrum is almost as inevitable as it is neces-
sary for a large-scale stage work involving Greek gods and goddesses, warriors,
Amazons, Turks, Incas, Persians, African slaves and North American Indians. This
motley array of characters is gathered under the rubric of Les Indes galantes,
for which no precise English translation suffices. Indes (French for Indies) was
a catchall word at the time for anyplace exotic, which meant beyond Europe;
galant, like its English counterpart, refers to something or someone pleasing, el-
egant, correct, or, attentive to the ladies. The title conjoins love and exoticism:
each act, or entrée, is set in a different land, and each involves a different kind
of love story. The practice of performing concert suites of dances and arias from
Rameau’s stage works was initiated by the composer himself.
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Rebgt
Les Elémens

I Le Cahos VI Loure II (La Chasse)

I LoureI (La Terre et 1’Eau) VI Premier tambourin - Second tambourin
Il Chaconne (Le Feu) VIl Sicillienne

IV Ramage (L’ Air) IX Air pour I’Amour (Rondeau)

V Rossignols X Caprice

Jean-Féry Rebel: Born in Paris, April 18, 1666; died in Paris, January 2, 1747

Jean-Féry Rebel (pronounced re-BEL), a near-contemporary of Rameau,
held posts in several of the most prestigious musical organizations in France as
violinist (Académie royale de musique, Les Vingt-quatre Violons du Roi) and
composer/conductor (Chamber Composer at the court of Louis XIV, and maitre
de musique at the Académie). One of his most adventurous compositions is the
ten-movement suite written in 1737 entitled Les Elémens (The Elements, which
lacked a “t” in old French). It takes its name from the Ancient Greek notion of the
four basic elements found in nature (earth, air, fire, water), which are depicted in
movements 2, 3, and 4.

The suite’s most memorable number is the first, which depicts Chaos, the
state of matter before Creation in daringly dissonant music for its time. (Haydn
was to follow suit in his oratorio The Creation sixty-two years later.) “One might
easily mistake this movement for the atonal work of an avant-garde, twentieth-
century composer; yet it is the shockingly original work of a seventy-one-year old
Baroque composer whose previous compositions had been lauded for their ‘taste
and tenderness,” writes scholar Stephen Klugewicz. The fourth movement (Air)
incorporates bird calls (ramage), while the fifth describes nightingales in particu-
lar. The remaining movements are dances of various kinds. “Though dances fol-
lowing a depiction of chaos and creation may seem incongruous, is not dancing
an expression of joy?,” asks Klugewicz. “Indeed, the listener finds himself when
hearing Rebel’s lively dances imagining all creatures great and small celebrating
the newly-fashioned wonders around them.”

Rabel:
Daphnis et Chloé (complete ballet)

Maurice Ravel: Born in Ciboure, Pyrénées-Atlantiques, March 7, 1875; died in
Paris, December 28, 1937
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For sheer opulence of orchestral color, for orgiastic rhythms and for ravish-
ingly sensuous harmonies, Ravel’s ballet score Daphnis et Chloé remains one of
the glories of twentieth-century music. The work was commissioned by Sergei Di-
aghilev for the 1912 Paris season of his Ballets russes. The choreography was by
Michel Fokine, the sets by Léon Bakst, and musical direction by Pierre Monteux.
Nijinsky and Karsavina danced the title roles at the premiere on June 8, 1912.

The action takes place in a pastoral setting. To one side is a grotto, with
statues of three nymphs carved into the entranceway. Emerging from an almost
inaudible haze of sound come the motifs that will shape the entire score: a gently
rocking two-note figure on the muted horns, an otherworldly arabesque from the
solo flute, and a melody from the solo horn, signifying the love of Daphnis and
Chloe.

Children enter bearing baskets of offerings for the nymph statues. As the
stage fills with people, the music builds to a great, dignified climax of shimmering,
glistening sound, capped by the entrance of a wordless chorus. This is followed
immediately by the Danse religieuse, commencing with a gentle theme for the
strings. This too eventually builds to a tremendous climax for the full orchestra
and chorus with no fewer than three melodic strains stacked one upon the other.

The next several moments are given over to amorous flirtation and piques
of jealousy. Beginning with a muted trumpet call answered by woodwinds, a
bevy of girls surrounds Daphnis and dances with him while Chloe looks on re-
sentfully. Then the tables are turned as young men, led by the uncouth cowherd
Dorcon swoop Chloe into their midst and dance with her (gently swaying strings),
to Daphnis’ annoyance. Neither Daphnis nor Chloe, as yet, has made any dec-
laration of love, but both realize they are indeed in love with each other. All this
takes place to delightfully playful music.

Dorcon attempts to kiss Chloe but is shoved aside by the jealous Daphnis.
A dancing contest for the two is proposed, the winner of which will receive a kiss
from Chloe as a prize. Dorcon’s dance is gauche and inept, signified by the ga-
lumphing bassoon trio. Raucous laughs from the audience punctuate Dorcon’s at-
tempts. Daphnis, on the other hand, is all lightness and airy grace (flute trio and
solo horn) as he goes seductively through his movements. Although Daphnis is
clearly the winner, Dorcon attempts to have his kiss anyway, and is run off by the
laughing crowd. Daphnis receives not only a kiss from Chloe but an all-envelop-
ing embrace, while high in the violins, pianississimo and trés expressif, is heard
a radiant setting of the love motif. All leave except for Daphnis, who remains in a
state of ecstasy.

Lyceion slips in (slinky clarinets in parallel thirds) and attempts to seduce
Daphnis, who puts up only meek resistance. Finally she runs off, leaving Daphnis
mildly perplexed. Troubled sounds now fill the air. Brazen fanfares are heard as
girls begin streaming across the stage, pursued by a band of roving pirates. Real-
izing Chloe may be in trouble, Daphnis rushes off to find her, just as she runs in
from the other direction. She throws herself at the base of the shrine and begs the
nymphs for protection, but in vain. The pirates arrive and haul her off. Daphnis
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returns, sees one of Chloe’s sandals on the ground, and suspects the worst. He
collapses.

The light fades. A mysterious, quivering sensation fills the air as the statues
slowly come to life, one by one (the first to a solo flute, the second to the muted
horn, the third to the clarinet), do a slow dance, and try to comfort Daphnis. The
sound of the wind machine suggests that the god Pan may be near. The nymphs
lead Daphnis to the altar of Pan, and Daphnis invokes his aid. All is now com-
pletely dark. The wordless chorus is heard in the distance, singing a cappella
(unaccompanied) in ethereal, enchanting sounds. Gradually, the light of torches
can be made out. They are from the pirates’ camp, which eventually comes into
focus. The pirates do a long, coarse, warlike dance that gives the orchestra free
reign to indulge in splendidly virtuosic effects.

Chloe is brought forward and is commanded to dance for the pirate cap-
tain Bryaxis. Her dance is one of supplication, begging for release. Twice she at-
tempts to escape her captors, without success. Bryaxis makes amorous advances
on her. Suddenly a strange light fills the night sky — rustling strings, glissandos
in the harp, stinging effects from the muted horns, celesta. It is Pan, responding
to Daphnis’ plea, come to rescue Chloe. As he comes nearer, the sounds become
terrifying. Fantastic creatures scurry about, the earth shakes, and to a massive
stroke on the tam-tam the god appears as a huge profile against the distant
mountains. All panic and flee. Pan scoops up Chloe in a cloud and sets her down
in the meadow nearby the grotto where Daphnis had earlier invoked Pan’s divine
assistance. The scene shifts back to the pastoral setting of the opening.

This is the point where the famous Second Suite begins. Dawn breaks over
the sleeping Daphnis, still estranged from his beloved Chloe. Rippling wood-
winds, cascading glissandos in the harps and celesta, and a slowly rising melody
in the strings combine in one of the richest, most sumptuous and magical sounds
ever evoked from an orchestra. Birds are singing, shepherds are piping, brooks
are bubbling, dew is glistening in the pristine morning air. As the sun bursts over
the horizon, the orchestra responds with a climax of blinding brilliance.

Daphnis searches for, and, aided by Pan, finds Chloe. The old shepherd
Lammon announces that, as a tribute to Pan for his help in reuniting Daphnis
and Chloe, the two lovers will now mime the story of how Pan wooed and won
the nymph Syrinx. During this amorous game of hide and seek, Pan/Daphnis cuts
some reeds from the field where Syrinx/Chloe is hiding and lures her out with his
seductive playing on the wooden flute (panpipes) he has fashioned. The languor-
ous solos from the flute represent the god’s courtship and constitute one of the
most famous passages in the entire orchestral repertory for this instrument. Daph-
nis and Chloe now publicly declare their love, and everyone joins in a dance
which grows to almost unbearable intensity and bacchanalian frenzy.

For a profile of Robert Markow, see page 40.
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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Program notes by Robert Markow

Verdi:
Overture to "La Forza del Destino"

Giuseppe Verdi: Born in Le Roncole, Italy, October 10, 1813; died in Milan,
January 27, 1901

La Forza del Destino, Verdi’s twenty-third opera (just four more were to
follow), was commissioned by the Imperial Opera of St. Petersburg, where it was
premiered in 1862. The four-act work dealing with deception, revenge and mag-
nanimity was based on the play Don Alvaro by Angel de Saavedra, which Fran-
cesco Piave fashioned into a libretto for Verdi. The composer wrote the famous
overture for the 1869 revision of the opera, replacing the earlier prelude with one
of his most extended and developed overtures.

A number of the opera’s most important themes are presented, hence pro-
viding an evocative synthesis of the drama. After three loud unison brass chords
(repeated), the ominous “destiny” motif associated with the heroine Leonora is
heard. Underneath the potpourri of tunes which follow, this “destiny” motif con-
tinues to impose its threatening presence. A graceful andantino for flute, oboe
and clarinet is later sung by Alvaro in Act IV, Scene 1. Violins playing very softly
in octaves announce Leonora’s rapturous “Deh, non m’abbandonar”; then comes
a theme in the clarinet with harp accompaniment - the duet for Leonora and the
Father Superior. Grandiose brass writing brings the overture to a thrilling conclu-
sion.

Liszt:
Les Préludes, S.97

Franz Liszt: Born in Raiding, Hungary (now in Austria), October 22, 1811; died in
Bayreuth, July 31, 1886

Liszt wrote mostly for the piano until 1848. Then he turned more to the
orchestra, creating over the next decade a dozen symphonic poems based mostly
on literary subjects and epic heroes (Tasso, Orpheus, Prometheus, Hamlet,
Mazeppa, etc.). In these works, the elements of programmatic orchestral music (as
derived from Berlioz and Mendelssohn), lyrical grace (Chopin) and virtuosity (Pa-
ganini and Liszt himself) combined in a new genre. Liszt himself called the coined
description Symphonische Dichtung (symphonic poem).

Les Préludes , third of Liszt’s thirteen symphonic poems (he wrote one
more late in life), takes its name from a poem of the same title by Alphonse de
Lamartine, one of his Nouvelles méditations poétiques. The words prefacing
Liszt’s score are not Lamartine’s, however; they are the composer’s own: “What
is life but a series of preludes to that unknown song whose first solemn note is
tolled by death?” (that is, the struggle for existence). The composer conducted
the premiere in Weimar on February 23, 1854.
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Les Préludes is laid out as a single continuous movement divided into sec-
tions, each based on a transformation of the principal theme. The listener will
have no difficulty in tracing the various transformations and metamorphoses of
the main theme. Following its shadowy initial presentation by unison strings in
the slow introduction, it is repeated in ever-increasing luxuriance of orchestral
color and detall, leading to the Andante maestoso section where the theme is
proudly proclaimed by the low brass. Further developments find the theme sung
with deep longing by the cellos, angrily torn into fragments in a highly agitated
passage full of chromatic scales and sequences, militantly proclaimed by brass,
and heroically restated at the end by full orchestra. Additional elements are
found in a tender theme first played by the horn quartet, and a fanfare figure
hurled forth by trumpets.

Mussorgsky:
Prelude "Dawn over the Moscow River", "Khovanshchina"

Modest Petrovitch Mussorgsky: Born in Karevo, District of Pskov, March 21, 1839;
died in St. Petersburg, March 28, 1881

Mussorgsky worked off and on for eight years (1872-1880) on his opera
Khovanshchina, but at his death in March, 1881, it was still far from complete.
The story, fashioned by the composer and his friend Vladimir Stassov, concerned
a particularly turbulent period in Russian history, 1682-1689, one that saw the
clash between the old regime and the radical new one of Peter the Great, the con-
flict between Eastern and Western ideas, orthodoxy and iconoclasm. The dawn
of a new age is portrayed symbolically in the Prelude to Khovanshchina (the
Khovanskys, who supported the old regime of Prince Khovansky), a musical land-
scape of sunrise over Red Square in Moscow. The curtain slowly ascends to reveal
mists rising, smoke wafting over rooftops, church cupolas beginning to gleam, bells
sounding for early mass. Mussorgsky himself entitled the Prelude “Dawn over the
Moscow River.” A distinctly Russian folk melody is played five times in succession,
somewhat varied upon each repetition.

Mussorgsky left only a vocal score for Khovanshchina. The task of orches-
trating and completing the work for performance was undertaken by Rimsky-
Korsakov, who had edited most of Mussorgsky’s other orchestral works as well.
Rimsky-Korsakov also “corrected” Mussorgsky’s supposedly crude harmonies and
smoothed out some dissonant, primitive-sounding passages that gave the music its
bold originality. It is in this version that the Prelude (indeed, the entire opera) is
usually heard today. The first performance was given in St. Petersburg on Febru-

ary 21, 1886.

Khachaturian:
Sabre Dance, Dance of the Rose Maidens and
Lezghinka from "Gayaneh"
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Aram Khachaturian: Born in Thilisi (formerly Tiflis), Georgia, June 6, 1903; died in
Moscow, May 1, 1978

Aram Khachaturian remains one of the most brilliant composers to come
out of the former Soviet Union. The Piano Concerto, Violin Concerto, incidental
music for the play Masquerade, music for the spectacular ballet Spartacus, and
the Sabre Dance from Gayaneh ensure his continuing popularity in the concert
hall.

The composer described his native Thilisi as “a city rich in a music tradi-
tion of its own. From boyhood I was steeped in an atmosphere of folk music. As
far back as I can remember there were always Armenian, Georgian and Azerbai-
janian folk tunes played and sung ---The original substance of these impressions,
formed in an early childhood in close communion with the people, has always
remained the natural soil nourishing my work.” With these words in mind, it is
not surprising to find that most of Khachaturian’s music is thoroughly steeped in
modal melodies, driving rhythms, exhilarating dance patterns and instrumental
combinations reminiscent of folk orchestras of his Armenian heritage. The music
for Gayaneh is no exception.

Gayaneh was first seen on December 9, 1942 in Molotov (today Perm)
during a visit of the Kirov Theater from Leningrad. The story revolves around
a patriotic Armenian peasant girl, Gayaneh, and her brutal husband Giko. Giko
turns traitor, nearly kills Gayaneh and their daughter, and is eventually destroyed.
Gayaneh is saved by Kazakov, Commander of a Red Army patrol. Khachaturian
arranged three suites totaling 21 numbers from the complete ballet, from which
we hear three.

The Sabre Dance is not only the best-known number in Gayaneh, it is the
best-known piece in Khachaturian’s entire catalogue, beloved by listeners who
may not even know where it comes from. The composer dashed it off in a single
evening and was greatly surprised by the enormous popularity it achieved. The
Dance of the Rose Maidens is a rhythmically alert number featuring the same in-
strument that also gives the Sabre Dance its special color, the xylophone. Finally
we hear the flery Lezghinka, a folk dance in rapid 6/8 meter originating among
the Lezgians, people of the Caucasus region.

Rimsky-Korsakov:
Capriccio Espagnol op.34

I Alborada

I Variation

Il Alborada

IV Scena e canto gitano (Scene and Gypsy Song)
V Fandango asturiano

Nicolai Rimsky-Korsakov: Born in Tikhvin (near Novgorod), March 18, 1844; died
in Lyubensk (near St. Petersburg), June 21, 1908
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The allure of Spain, with its passionate spirit, flamboyant rhythms, dazzling
local color and exotic aura, captivated any number of composers in the late nine-
teenth and early twentieth centuries, including Bizet, Chabrier, Debussy, Lalo,
Ravel, and Rimsky-Korsakov, to mention only a few. Rimsky-Korsakov, for all his
world travel as a professional sailor, ironically enough spent a mere three days in
Spain as a youth. Yet his Capriccio Espagnol so ebulliently captures the flavor
of the land that a rumor circulated that he had taken out a three-year lease on a
gypsy cave in Granada.

The composition had its genesis in a virtuoso fantasy on Spanish themes
for violin and orchestra, sketched in 1886. But later Rimsky-Korsakov, realizing
that in such a form the orchestra could never fulfill its potential for riotous color,
recast the work for orchestra alone. Nevertheless, elements of the original con-
ception remain in numerous solo violin passages, many replete with the virtuoso’s
arsenal of harmonics, triple stops and flying arpeggios.

The work was an instant success, even before it got its first public per-
formance. During the first rehearsal, the musicians in the orchestra burst into
applause at every opportunity, praising the composer and his music. At the pre-
miere, on October 31, 1887 in St. Petersburg, conducted by the composer, the
audience cheered so enthusiastically that the entire work had to be encored. Two
weeks later, Tchaikovsky wrote the following accolade to his colleague: “I must
add that your Spanish Caprice is a colossal masterpiece of instrumentation, and
you may regard yourself as the greatest master of the present day.” But Rimsky-
Korsakov regarded the music in a different light. In his autobiography, he wrote,
“The opinion formed by both the critics and the public, that the Capriccio is a
magnificent piece of orchestration, is incorrect. The Capriccio is a brilliant
composition for the orchestra. The change of timbres, the selection of melodic
designs and figurations - exactly adapted to each kind of instrument - the brief
virtuoso cadenzas for solo instruments, the rhythm of the percussion, etc., all con-
stitute the very essence of the composition, and not its garb and orchestration.”

There are five short, connected movements. The work opens with an Al-
borada, which is supposed to be a gentle, romantic song sung under a lady’s win-
dow in the morning, but Rimsky-Korsakov either didn’t know or didn’t care, for
this alborada sounds like no other. The music is loud, garish, and far more rous-
ing than any alborada has a right to be! In a moderately contrasting passage, the
clarinet and violin play exuberant solos.

The second movement is more subdued, beginning with a genial theme
played by a horn quartet and followed by five variations for (in succession)
strings, English horn, full orchestra, homs and cellos, and again full orchestra with
a flute cadenza as a coda. The third movement returns to the dazzling opening
alborada with some changes in the orchestration. The fourth movement, entitled
Scene and Gypsy Song, offers a parade of cadenzas: for brass ensemble, for solo
violin, for flute, for clarinet, and for harp and triangle. The Gypsy Song follows,
moving with ever greater animation into the final movement. This is a zesty, viva-
cious fandango, a Spanish dance in triple meter for one couple and accompanied
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with guitar and castanets. Rimsky-Korsakov evokes the guitar’s strumming effects
with the entire string section, and the castanets are likewise much in evidence.

Bizet:
"L'arlésienne”, Suite No.2

I Pastorale

I Intermezzo
I Menuet

IV Farandole

Georges Bizet: Born in Paris, October 25, 1838; died in Bougival (near Paris), June
3, 1875

The enormous success of Carmen, perhaps the most famous opera ever writ-
ten, tends to obscure the fact that Bizet wrote other music as well, including three
more operas, three operettas and several operatic fragments. Also to the category of
theater music belongs his incidental music for the original production of Alphonse
Daudet’s tragedy L’Arlésienne (The Girl from Arles), first performed in 1872 at the
Théatre du Vaudeville in Paris. The play itself was not well received, and survived
only fifteen performances. The music too might have fallen into obscurity had Bizet
not rearranged and rescored excerpts into a concert suite. From the 27 separate piec-
es used in the staged production, the composer chose four, which became what we
call today Suite No. 1.

Four years after Bizet’s death, Ernest Guiraud (composer of the sung recita-
tives used now in Carmen) put together a second suite, also in four movements. To a
large extent, this suite was really composed by Guiraud rather than by Bizet, for there
is much alteration and expansion of Bizet’s original music here. The first part of the
Pastorale is taken intact from the Prelude to Act II of the play, but then Guiraud took
a passage for wordless chorus, piano and harmonium of Scene I and reorchestrated it
to brilliant effect. The Intermezzo is the only portion of this suite taken entirely from
Bizet; it features the gentle tone of the saxophone. The next piece (Menuet), with
its delicate flute and harp writing, does not belong to L’Arlésienne at all; Guiraud
borrowed it from Bizet’s opera La Jolie Fille de Perth (1866) and considerably re-
orchestrated it. The Farandole concludes Scene 1 of Act III. But whereas in Bizet it
consisted of a mere 68 bars of music, Guiraud expanded it to nearly 250. The march
theme from the First Suite’s Prelude is brought back to alternate with the sprightly
Farandole, a Provencal dance step thought to be of Greek origin. Eventually Guiraud
combines both themes, leading to a rousing conclusion.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations in
the USA, Canada, and several countries in Asia. As a journalist he covers the music
scenes across North America, Europe, and Asian countries, especially Japan. At Mon-
treal's McGill University he lectured on music for over 25 years.
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