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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra, Music
Director of Barcelona Symphony Orchestra, and Artistic Director of Opera of New National
Theatre, Tokyo. He was formerly General Music Director of Badisches Staatstheater Karlsruhe,
Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica Arturo
Toscanini, and Principal Conductor of Opéra National de Lyon. He received numerous awards
including Palmares du Prix de la Critique, Officier de I'Ordre des Arts et des Lettres, and Asahi

Prize. He was selected to be a Person of Cultural Merits by the Japanese Government. TMSO
announced that the term of Ono as Music Director was prolonged until March 2023.
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Subscription Concert No.897 B Series

B

2020&3%45 (K) 19:00BF&E

Wed. 4 March 2020, 19:00 at Suntory Hall

151 @ j(@%ﬂ]j: Kazushi ONO, Conductor
VFS/ @ IRNEEIE Eri NAKAMURA, Soprano
XIVTS ) @ FEKEEE Kasumi SHIMIZU, Mezzo-Soprano
F /=)L @ R+ T« — Topi LEHTIPUU, Tenor
RESIE @ HRDFEDLTHIERK The Little Singers of Tokyo, Children’s Chorus
BIEEE @ KRE/IIZAFE Hisae HASEGAWA, Chorus Master
GlE @ %ﬁli%ﬂi%éﬂé New National Theatre Chorus, Chorus
GIEEE @ BIFIEF Kyohei TOMIHIRA, Chorus Master
IV —hKIRI— @ %%BE'E‘& Tatsuya YABE, Concertmaster

NIWA =X B [RPRURERRT 1T R @
Berlioz: Overture to “Béatrice et Bénédict”
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A%8 / Intermission (20 %3)
TUT>  BOITER op.4s 45%)
Britten: Spring Symphony, op.44
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Eri NAKAMURA

Soprano
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FRSETFE 21—, 2010 ~ 165, NAITILVEIFREEBY U A ME UL TERSEN, &
NFETICDYV Y - F2aF) - FRS, NpUY - RAY - FRS, SFILYTILIMN
VBB ECES. 201 5FERIMBRNPHZRERANEREZRE, 201650 1 —
VENIRESICTE 12— SONPETENETE1—THY. 2021F 28 () (C
DHETE. KREXFEEHR. RREXAF IR,

Eri Nakamura is an alumna of Osaka College of Music and Opera Studio at New National
Theatre, Tokyo. She made her debut at Royal Opera House, Covent Garden in 2008. Be-
tween 2010-2016, Nakamura was a member of ensemble at Bayerische Staatsoper. She has

appeared at opera houses such as Washington National Opera, Deutsche Oper Berlin, and
Salzburger Landestheater. She made her debut at Wiener Staatsoper in 2016.

Kasumi SHIMIZU

Mezzo-Soprano

BKEE
AVYFS )

©Takehiko Matsumoto

EIUBRERFERE, BAER. MELRSEA RSTMEET. N—FVmigs (25
Byl FENREE [FxxUY NS [#70) BER°H= (K- AH)val 4L - b
OYJ7 b=U] [O—IVTUV]. T35V RIRSHEGME [71 -] BECHE &
Wil ZS iz, IV —hTCHOERNOA—T A S EHETBEFN. NHKZ21— 17—
FRS AV — b HBEZER TV, SONPEFENETE1— 185, —HinrE,
Kasumi Shimizu graduated from Kunitachi College of Music where she also gained her mas-
ter’'s degree and trained at Tokyo’s New National Theatre Opera Studio. She has appeared

in Die Fledermaus at Stadttheater in Baden, as well as in numerous productions for New Na-
tional Theatre, Tokyo, Tokyo Nikikai, Nissay Opera and Hyogo Performing Arts Center.
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Topi LEHTIPUU

Tenor
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©Monika Rittershaus

T4 VIV RADERDHEA—A RS UPICEFTND, T4 VSV RTES. IR
DRABERCTER. T4 VTV REIULARSDIZIVN—= b NI VT TCARS-FE 21—,
I UYF  FRS - TIRT« T7 )0y v BUPRIBICERNICESZ L TH Y.
Ny N AT A ZEE) (BIRT—IFH/ E5—XEEH. S MUEENILU Y- T 1))
PO16FETIVY T IBERICBIIZ I T 2NV =S ~UZ-NILTILLD
OHFE N\—FT« VTEED—> - T4)b) [CHBELC. bolLT BRREMEES
(2010 ~15). NV YF - TIRT 1 I7IVEE (2015~ 18) REZEEF. <D
BEDGDY. T4 RR—TUERUIZDVD [BEEEDRUDE] (F2012675=—
BlC/=x—bhENf
Topi Lehtipuu was born in Australia to Finnish parents. He grew up in Finland, where he stud-
ied at Sibelius Academy. Topi made his operatic debut singing Albert Herring with Finnish
National Opera, leading to regular appearances with this company as well as at Savonlinna
Opera Festival and Théatre des Champs-Elysées. He appears regularly in European concerts
including semistaged performances of Bach’s Matthédus-Passion with Sellars, Rattle and Ber-

liner Philharmoniker. At Salzburger Festspiele 2016 he sang in the world premiere of E6tvos’
Halleluja-Oratorio Balbulum with Wiener Philharmoniker conducted by Harding.
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The Little Singers of Tokyo  chidren s chors

RRADEDLFIER, REaB

N—T— I 3TEME3E ($853OBEM - 2018F 48108 - H¥ N —K—)L/ KEFHLIEE
RRAFDGGER. HELBSGIES. fth)

-0V DEHERICEDI<EEHEZEN LI ZHEYDAEREGIEEE L T1951
FERIL, TVITVAERD SRAAERBFE TL/NN— U —(FBILEL . F2EIDERREDM,
1964F DEHRLUF BN RNEE3IZ@ZEHR D BRNDA—T AN, ARTEIGLEOH
BEEL PR IVA—I b—T 4 SEBHBULBVIHEZSc, 20165 (CRINI6ESF7Z
WX RAFRBEAIV P RNEZEE . U - ETAOKERE(CTTISYIYZT-O-THE
[CRBIEFEIY TR MRDEHEEH(CFRTEZERET .

The Little Singers of Tokyo (LSOT) formed in 1951 with the concept “for Japanese children 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 33 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

RBINAE

alsiEE

RROFEDLZBEHOBEERES, TRNBUO(OBARNEEZES|TBHHES. 251
EDHABRBETIA—SANYRAI —ZHEZ<EE, [J—I)VALSOT] PEEF VTV T)
LSOTHY~—27] ZE#UL. BILWEREEZRELTND,
Hisae Hasegawa is Principal Conductor / Artistic Director of the Little Singers of Tokyo. She
has conducted self-promoted concerts and overseas performances and also successively
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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New National Theatre Chorus chorus
FEIBISAIEE s
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B EBLTCHY, BIBHAEVCOBNIE7 VY TIVBEHEENBFEF. BRADHE
BESIOATTH5bEVHEZSTLD,

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. Since then, New
National Theatre Chorus has made its career and played a central role in many Opera per-
formances through all seasons. Their ensemble ability and rich voices have achieved acclaim

from co-starred singers, conductors, directors, backstage staff as well as from domestic and
international media.

Kyohei TOMIHIRA

Chorus Master

ETHE
GIEfEE

RRBIMMAZEE, EEZE5RHE. HPRHA. NBERCOEBKICHS, CNETICH
B RWRYTA T BRI, REREZBE, AR TRIMEIULRNE. FRTH
= BRIBIFEGREDORNETEIEES, GBEEEREZHDTVD, 2019F4ANS
FEN RIS GIEEES,

Kyouhei Tomihira graduated from Tokyo University of the Arts. He has conducted orchestras
such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Philharmonic, and Tokyo Sym-
phony. He also serves as Associate Conductor and Chorus Master in opera performances of

New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation and The Fujiwara Opera. He
is a Chorus Master of New National Theatre, Tokyo.
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Program notes by Robert Markow

Berlioz:
Overture to “Béatrice et Bénédict”

Hector Berlioz: Born in La Coéte-Saint-André (near Grenoble), December 11, 1803;
died in Paris, March 8, 1869

Shakespeare’s comedy Much Ado About Nothing has not seen much ado
as far as operatic settings are concerned. The only one in English is by the now
little-known composer Sir Charles Villiers Stanford (he was one of the leading
lights of his day; his opera dates from 1901), though a new one is on the way by
the English composer James Garner, scheduled to be premiered in Montreal in
2021 or 2022. The only one by a well-known composer in any language is Ber-
lioz’ adaptation in French under the title Béatrice et Bénédict (the drama’s two
leading characters), but even then the first performance was given in German.
Erich Wolfgang Korngold wrote some incidental music for a performance of the
play in 1920 at Schénbrunn Palace in Vienna, and a number of composers have
written songs based on Much Ado’s texts.

Berlioz first considered writing an opera on this subject in 1833, but man-
aged to create only a few sketches. It was more than a quarter of a century
before he returned to the project. This was to become his last composition,
completed in 1862, seven years before his death. Unusually for the time, Berlioz
wrote his own libretto, a task for which he was fully qualified both as a writer
(he was one of the century’s most astute and eloquent music critics) and as a
passionate lover of literature, Shakespeare in particular. The premiere took place
not in the composer’s native France but in Baden-Baden, Germany, where a ca-
sino manager had commissioned the work for a new theater there. Shakespeare’s
Benedikt remained Benedikt in German, but became Bénédict in French. Berlioz’
career had been one of recurring frustration, public and critical failures, political
harassments, financial problems and ill health, so it was all the more gratifying
that he could report that the opera was a success. He pronounced it “one of the
liveliest and most original works I have produced.”

The overture sparkles and glitters like the brilliant Mediterranean sun on
the Tyrrhenian Sea near Messina, Sicily, where the story takes place. Berlioz
called the music “a caprice written with the point of a needle.” There are refer-
ences to several passages in the opera, but two main ideas predominate: the
fluttering, mercurial opening gesture in the violins and woodwinds, which serves
as accompaniment to the love duet at the end of the opera; and Béatrice’s lyri-
cal aria “Il m’en souvient, le jour.” These are heard in immediate succession as
prefatory material to the overture’s main allegro section. Berlioz scholar Jacques
Barzun notes that the composer’s use of this material “establishes the recurring
contrast between lively coquetry and gentle melancholy.”
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Debussy:
Jeux, Poeme Dansé

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

Jeux was Debussy’s last purely orchestral work, written within the span of
three weeks in August 1912. It resulted from a commission by Serge Diaghilev for
his Ballets russes. Diaghilev’s company had presented Debussy’s Prelude to the
Afternoon of a Faun the previous May, choreographed by the fabulous dancer
Vaslav Nijinsky, and the ensuing succes de scandale spurred Diaghilev to elicit
another work from the same team.

However, when Debussy learned that Nijinsky’s scenario called for a tennis
game interrupted by an airplane crash, he balked. Furthermore, there were to be
only three solo dancers, no corps de ballet, and no traditional dances. Debussy
was eventually won over with the promise of twice the originally quoted fee, but
even with the removal of the airplane crash, the composer was not particularly
eager to work. Only financial need drove him to comply. Yet the score he pro-
duced turned out to be both one of the most strikingly original and one of the
most influential in the history of twentieth-century music.

What makes Jeux a compositional landmark is its approach to form and
content. Debussy deliberately avoided any reference to a logical, ordered se-
quence of musical events, preferring instead to create a mosaic of fragments that
seemed superficially unrelated, yet held together only by a couple of recurring
and constantly changing motifs, and by a subtle inner tension almost impossible
to analyze. The effect produced was a series of fleeting, ever-changing musical
images.

In the use of orchestral color too, the score is remarkable for its richness,
subtlety, and variety. Debussy employs a large orchestra, including quadruple
woodwinds and trumpets, much percussion, a celesta, and two harps, but uses
it with great restraint. The scoring changes constantly in kaleidoscopic hues and
patterns.

The first performance of Jeux took place in Paris on May 15, 1913, con-
ducted by Pierre Monteux. The reception was decidedly cool, but it is worth
noting that just two weeks later, in the same theater (the Théatre des Champs-
Elysées), the same ballet company, the same soloists and the same conductor
were involved in the premiere of Stravinsky’s Rite of Spring, which provoked one
of the greatest scandals in music history.

As will become obvious from the ballet’s plot, the jeux (games) of the title
refer not only to tennis but to love as well. The whole affair can be as innocent or
risqué as each choreographer — or listener — wishes to make it. After a brief
introduction, the curtain rises on an empty park. A tennis ball falls onto the stage.
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A young man dressed in a tennis outfit leaps across the stage and disappears.
Two timorous girls appear. They start to dance, and are joined by the young man
who has been observing them stealthily. He joins one of the girls, provoking mild
jealousy in the other, who eventually gets her turn at the man’s attention. The ac-
tion continues as they chase, embrace, and hide from each other. Finally the man
succeeds in bringing them all together in an ecstatic three-way kiss. Suddenly an-
other ball bounces in. Alarmed, the characters all scamper away.

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 com-
posers to convert their emotional impulses into sound. Hardly anyone need be
reminded 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 contrib-
uted 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
symphony with voices. When the work was completed, Britten was somehow
persuaded 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 per-
formance 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
traditional four-movement layout, including a slow introduction to the first move-
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ment, a slow second movement, a scherzo-like third, and a grand finale. Further-
more, it is a work in which the texts are “not only dealing with the spring itself
but with the progress of winter to spring and the reawakening of the earth and
life.” How generations of English poets have responded to this natural phenome-
non provides the thread that runs through the Spring Symphony. English scholar
Hugh Graham notes that Britten wrote his Spring Symphony just as he was en-
tering his maturity as a composer at age 35, when “the ideas burst forth with a
profuseness, a spontaneity 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 mu-
sic. 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 ap-
pearance 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 II 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 set-
ting 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 III is the musical equivalent of a symphony’s scherzo movement, de-
picting spring at its height, with adventures in flowered meadows and shepherds
singing 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 vi-
tality. The coarse, earthy blare of the cow horn adds a rustic touch to the sound-
scape. As spring turns to summer, Britten incorporates a rousing setting of the
famous thirteenth-century canon “Sumer is icumen in,” set to a broadly flowing
waltz rthythm 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.

For a profile of Robert Markow, see page 38.

3/4 B Series



30

8980 FHEERAS—X

Subscription Concert No.898 A Series

| m=Ryks

o

BB

2020¢3H 9 H(R) 19:00F3&

Mon. 9 March 2020, 19:00 at Tokyo Bunka Kaikan

1518 @ KEFFIL Kazushi ONO, Conductor
IV - 25— @ TUFFHSF  Kyoko SHIKATA , Concertmaster

NV i ERZEDTHDIDDESR opb (209

Berg: Drei Orchestersticke, op.6

I Préludium &iZ=Hh
I Reigen [}
I Marsch TR

{KE8 / Intermission (20 %)

23RS I—D«F 1 ZTEMEH 108 REGHH opo3 65
Shostakovich: Symphony No.10 in E minor, op.93

I Moderato EFS—h

I Allegro oo

M Allegretto V2V

IV Andante - Allegro 725 >F~7L2J0O

T ARUEEARREERH
®IE . B, BRENEEES
@». UL TR B S
(BOEMALS SRS L B)
R ICTF RIATHGEN BRI RS

BhAg :

RS S RRBSE I TEDRBTI .

3/9 A Series



3/9 A Series

NV
BRREDIHDIDDIER 0p.6

RO TILNY - RNJLT (1885~ 1935) &, TEHDAETIZIKEDE
HEFREL WD, BEETIII VTV AEZHSOVLY., HEEEDORESZ
LOERD D720 1904FEDST IV L » Y 2—2R)ILT (1874~ 1951) D
BEL/AREEZ/-2ET. ¥7/ -V F¥ op. 1 (1907-08) i PUEZ=
op. 3 (1910) BEAHEN. NUT7IE— ARIOMEMRELTHAHL TV,

LTAWREBH—FELTE PN, HOERRBGEREREMTHL (TLTV
NIVZHREEY op. 4 (1912) TiEk (FAY 7 - v—F7—DOREMEI0FE
IBBICBE ARG ZTEZRESER) 120XFHI R CHPREBICEDEL
MENBETAREDBEAESEZ AT, DETCIIBEEPIFIEN TEEY hlf
FTHEEDKIRENCZS>TLED o V=V NIUTBBVWEHZ L2 &Il ay
TEZVTNLZIE—8, fiEMBEVNLTLE e ZO—HD BT 562 %,
EREEFSZ20DD%KM (BREDOLODIDDIER) op. 6% [FAH
TEPRKDOTIVIIUE « 2= N7z, RO VWEHEEZADT] W5
BEEBICBIT-0ES,

ERYANUVZASPICY 2= NI D (BREDIDDSDOD/ER) op.
16 (1909/22) 2 Bz DN RUEEEZ I ORIV P RELIZV—
T—DOREBMEIRE I RETHAHILIE, EFEININTICSNIREDSHRL
IKRRRENT V72D, AU T7x=vr (ZEFEN) 2FEIMRESNTNZD
THIENLLEVHAIENTE S,

E1dh (A=) OBHETIX. BLNANZY LY LD T SIEE->THRZIC
BERONAEBPEITCNE, FLELT77IVNOBEICL-STEREICES LN
FESHOBEOORETIRRSNILD S, RV ETTURVIDBREICLST,
HIZRWOPHDOLENEE, SERZT7Iv M OE LT 7 AT ICZ TN
TWEaRE (BROE(LA2ERETAHEE) PBIBTID. INIEFNE
IHOEBNLZEETH 5,

COEEREBERLEDVOBORL., BALEBALZIFELRE T CWIETY
FATV T AETERR YNV D—BICEATERER T EFEESHOEDICE-
TVWE, BRIZYLYLDIITIZR->TL %,

E2M [8®EE] & FILCOMBOER. 77V TR REDM
FRIBRTADEDN, BXINIEIHERCFTRPORELZLD, FVTH—
AL, ZLT77IdvbeFza, FOa&ET4F T EWVD RIS BEER I Z A
NTWLEPT, HIEIESIREANEEE - BELTWVL,

3/9 A Series

31



32

3/9 A Series

. AEPTLYDOIDILBBHANEEEZEZISZDEDN., HBBE~—F =0
REBWMTHWAZENZP>T-HERE WL VT —I0EW,. BBOMEY A4
VIMEDLNAZET [FEOER] OBRLERLIELSNS,

3 [1TER] 3F 0D RETL —ADEELTWLD, RIS E 1 -
F2MOEREE -7 BT, INFTRBICRAICEEL TV, LIX6ED
CEEBEEBDOE RV RLPITEBPEREBOREFTHICHNICD, Wi
SITHEMICE LS MEBWERLHE, ZO%BDL, HROENTVWAEWER
DEANZ, e h—EREIESNE WV,

N=TDREBFEHICTAATHMETEIHORRIGIVWET A — 7 HPRREN
BEFBRH, BRLACEROEEZL TV, BIMATHSIGEL-ECAT v —
T—OREMEOE (FAN) FIRELAEDEIERLGREN =I5
BoSINT. BURE. PLIODEDEDICE>THE, BRBIIBSPIKDS
ERWEDP, BUHEHZHIELEZAT, EEDO—FHEBRBLENS,

(/NEEFE)
VEHR4EML: 1914 ~ 15488 19294 KT
W OE:D R S1HEE2HOAR, 1923FE6A58 ALY
FURY T~ ERE
WETRE - 2dh 1930F48148 ALFVTINY
ANZRA - 1—5—3EE
BEIER . TI—h4 (B1~AREYIOFE) . F—RT4 (BT TV RILFFE) .
ISRV (BIFNITURYNEE) . NATSUZYR, 77Ivh3, aVhS
T7dvk, RILVB, RS NyR4 NOVR—24, Ta2—/N. T4 /820 KA.
INKB. THF—RIL. 2NV BLRL. NSATIFIL. OTA>. NI —.
FOvhr v ab—IL. N—T2. FIL ALK, RE5

329 A—"TJ4F:
TEMFE108 miEsE op.93

VETIEBLULZRIN — - Yaxya—"J4F (1906 ~75) &, BUFICHH &
N-REMEOFE (1945) DIk, 8FEHLOM. REMARIEL W aro7z, L
MLV1953FE3RICE EIEEE IS 7- Ay —) Y (1878 ~ 1953) Atz E£sL,
ZOEDOEN, YaAYIA—T4FE, FoTWIAPDIIITREME10FLH
xliz. MER, VETRIOREHOFMICOVWTERmPEBSIEI 7D,
RHATIOMIZI IRy I—T4FORRELZD, RETIRIESHFITRVTEL
HEINAREMOVEDEZST NS,

LAL, COREHOTF—IHMALPEVIZEE. SHLBHINTIZWVAEL,
P ZOMEEMRT S ET IROIDOBFHSF—LRBTHAIEIIHEER,

3/9 A Series



1EHIZ, BEHO [3—T778—-V] O3FE, YALD (777 AL )

DLV INGZLLH B, FI~3RBIIITRTCIOFE (FFIE
BAENEE~¥EFCLRTS) THES,

/BN, EIRBELEAREICH TS, [D-S—C—H]J. §7%bb [L—-3
b—R—=] OFBZ, ThiE. Yax¥ya—J1FDZHI % N1 VETELLL
D. Schostakowitsch OB DAL FEERELTHRANZLD (SIFEs=3b

EHABRD) 12, BRIZBRICBERZLDIE. Ny, va—<rbHVE
BB AHFERED, YaARya—"J4FI1Z2® [D-S—C—-H] zHBTDERLE
LTINBBEBRAL. ZLOERIESTVWS, BRI, BlOEEE2ELS
MO 04T [I-T7#—V-L#]| Z3ETNTCURBEZINEIZOFEIC
20T, BlOBFHGEMEBI OB OEZONPHLNE L,

FLTC3BHIZ. EIRZBILPIRLTEE TS [E-A—E-D—-A]. 9%

b [3-F—3I-L—F] OFRE, BEALERLEMbBSINLZVOPRERT

M. ZNUE. TII—=F-FTV—aT7 (1928 ~2014) LWLWHLHEERL TV,
[E-A—E-D—-A] ®2FH®DA%la. EZmi. DZrekiHzoid. [E-1(a)—
mi-r(e)—Al. DEVDIII-FDOEFNILZHEVDIDRE, ZUDIFTRVH, Z
NE T I—FHOFRIMEHEZEBEP BTN TNWAIELDE (ZOFRII~—
T— (KHOTY OEHEET—T7EBELLTWVAED, ZOELUTDWTIER
FHiZ, BITES>TEOVWTEWZEEVWTWS, IN2EL5%251E., (EHEIX
BHLTWaholEWnWATEITRS),

INI=SETEINA Dy HEOY T Z Ak - fEHIE T, FAZTTYaR
ZA—T 4 FICUIEHLEIE Lz, LAl BiBBOABN G RSHBET-DIE
1953 4H. HAPEIBL CHMIZIR-72d &2 o7, 1953F7H25HD FHK
Ty VaAR¥I—"J4F g EoHEWE [EETHLEHRUIGHERE] &
BV, COFRTYIAYI—TrFEIREWMEIOFBOEHMICEFTLLE
EENTVAS,

ZOEDPS2ANOBRIIHBESEEL.6HA25A»510H30HOMIC, TLI—
FIZISBELDOFHRERZ T -7z INEDOFHROFTYIRFI—TAFIIRE
HOBTRAZBE—R/ELTBY, SA2IHDFHTIE, TILI-FDLKFTZE
T [E-A—E-D—-A] OHBEPEIRBEIEDONLILEHE TS, [HR
BIZZH%DELRH, BLIOVIERICESALTD. EdL-0ZEE2d -
EEZTVITLEDYe ZOBESIDOLEZSRVWERERICEEFEINTVEOIENE
Ve,

RS HER ENBE, YaxyaA—T4FIEZOMDERAT THEICTILI—F
BIBEL. BEERRA L7205, DB, 2 ADTRIE2EICEEICE 5,

3/9 A Series

33



34

3/9 A Series

195698 13HDFEHR T, YaxyI—"T14FIEvNHI—% - A ) T7 (2
HOEAN) EORBEZBEL. Ihz2b-oT2ADRNENIZKRD S,

F1EE ETFS5—b BRGVIIYEROEETHS, JALD (T7T AL
TEHYEEDLDELIFEEHEOBBE. 7SRV INCIRRENSELIFE, 7)L—
MIRBE2EEABRLICHABR DN, BRSNS,

E2RE FLJOO BHECTHIKRIZ2HETOATLY 4, BETHLHZE
MIITHIAL TR YEEY - THLATER [Vaxya—"7+FDOHES] (1979)
I3 COEED [RF¥—VUDOEB] THHEE,PNTBD, KKHonT»S,
UL LINEZEMTZERIMICEZ VO T, TRETHILITOBRICTERNE
EZBHNETHAD,

FEIRE FLILvh BREBICHYTIRELY, BH%ERT [D-S—
C—H] 0T ILI—-5%2FT [E—A—E—-D—-Al OB, BIIZTUH
1T, BICIEERICNEZRZDT,

FARE FUFSUT~TFLIO KEOFZEOHE, F—RIPY 2 lH0
RYiEEE. TL—tR 77 IVRPEIEROTLIIOEARZHE, TLIUDE
HICAD, ZOBRZFRIILAL, [D-S—C—H] BHOBBICI->THEVE
Evons, FEOBWVEIPERTAH.ULIEELTHESEIL [D-S—C—H]
FRLEDAATTLZOMBERL. BEELENZICEROIOFTRD S,

(EHEMT)
EgER - 1953FE~ 108258
a0 JEO1953F12817H L=Z>J5—K @Y INFILTILY)
I~ - LTT4VAF—3E LZVI5—K- T4
BB Pya0, ZL—h2 (BREyIOEE) . £—RKI3 (B3> Iy Ry
BE). sIUXVRE (BE3ENISUXYNER) . 770vh3 (B3RIVNST7
OUNEE) . R4, NOARYR3. bMAYAR—>3. Ta1—/\. T4V /3Z. S

AT2TN e 2Ny B2 TUY . BARL, KB KRB, YO74>. %E
5HB

3/9 A Series




3/9 A Series

Program notes by Robert Markow

Berg:
Drei Orchestersticke, op.6
(Three Pieces for Orchestra, op.6)

I Priludium
I Reigen
Il Marsch

Alban Berg: Born in Vienna, February 9, 1885; died in Vienna, December 24, 1935

Alban Berg’s Three Pieces for Orchestra Op. 6 had a protracted genesis. He
wrote them in 1914, sending the first two to his teacher Arnold Schoenberg in
September as a 40th birthday present, and completing the third piece by the end
of the year. There was no performance of any kind until 1923, when the
Préeludium and Reigen were played in Berlin on June 5 with Anton von Webern
conducting (the much longer Marsch movement had to be omitted due to limited
rehearsal time for such a difficult score). The first complete performance waited
until April 14, 1930 - nearly sixteen years after Berg had written the Three Pieces
- when Johannes Schiiler led an orchestra in Oldenburg using the revised edition
of the score, which, incidentally, waited until 1954 to be published.

Berg’s initial plan was to write a symphony. Ideas were eventually consoli-
dated into the Three Pieces, which are cast for an exceptionally large orchestra.
This includes quadruple woodwinds (five clarinets), six horns, four each of trum-
pets and trombones, much percussion (even the large hammer that Mahler had
used in his Sixth Symphony), two harps, and celesta. The utmost technical facility
and agility is required from every instrument. Furthermore, Berg took textural
density to a whole new level, with so many lines running concurrently that the
first-time listener is easily bewildered. Scholar Mark de Voto encapsulates the
Three Pieces in these words: “Berg’s effort seems constantly to be striving beyond
the already exaggerated extremes of musical expression and gesture that so
strongly characterize Schoenberg’s Five Pieces [and other works like Gurre-
Lieder and the tone poem Pelleas und Melisande]. No other work of Berg’s
shows such a feverish complexity of texture, no other printed score of his con-
tains such a density of expression marks or changes of tempo. ‘- [The Three
Pieces] tend to symbolize the feeling of utmostness, the last gasp of imperial
splendor of the decaying Austro-Hungarian Empire that would soon be torn
apart.”

Manipulation and development of tiny motivic fragments is the operating
principle behind the Three Pieces. De Voto identifies five of these, all first pre-
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sented in the Prdeludium. Reigen incorporates the second, third, fourth and fifth
of these fragments, while the Marsch uses the first, second, third and fifth. The
highly perceptive ear may catch their first appearances as follows: (1) a six-note
capsule played fortissimo by horns at the moment of the full orchestra’s explo-
sive outburst following the solo trombone’s pianissimo notes in its highest regis-
ter. (2), (3), and (4) occur in quick succession about two minutes later; they are
all embedded in the Prdeludium’s peak moment of volume and density, and
nearly impossible to detect without recourse to the score. (5) is presented a few
moments later, a pianissimo, descending series of eight chords played by tremo-
lo violins.

There is no denying the Three Pieces offer a considerable challenge to
most listeners. Berg himself is on record as saying that his Three Pieces were
“more complicated than anything else written to date.” Even conductor and com-
poser Pierre Boulez, with his superbly analytical mind and didactic expertise,
admits that conducting the Three Pieces is “fairly difficult.” Here are a few sug-
gestions to help guide the attentive ear through Berg’s score:

The Prédeludium is structured in a clear-cut arch form, beginning with the
faintest wisps of sound from unpitched percussion, moving on to pitched percus-
sion (timpani, two players), then strings, then woodwinds. The music rises to a
massive climax, then recedes, with timpani and finally unpitched percussion
bringing the piece to a quiet ending.

Reigen translates as “round dance,” a term Berg uses freely, as the underly-
ing feeling is often that of a waltz or a Ldndler, dance rhythms familiar to Berg
from earlier Viennese music. Even so, this is hardly music to dance to; the mood
is highly charged and turbulent.

The Marsch, too, is a title only faintly suggestive of its content. The mood
is often frantic, the writing of extreme complexity. De Voto finds some 31(!)
motivic and thematic elements here in addition to those five that unify the Pieces.
Berg scholar Geroge Perle finds in the Marsch a “feeling of doom and catastro-
phe” associated with the clouds of war gathering over Europe as Berg composed
this music.

First-time listeners uncomfortable with chasing motivic fragments, trying to
find dance impulses in undanceable music, and yearning for a real “melody”
might best be advised to listen to the Three Pieces as a series of short episodes of
continuously varying texture, density, tempo, dynamic nuance, and above all
kaleidoscopic orchestration - not always “pretty,” but always fascinating.
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Shostakovich:
Symphony No.10 in E minor, 0p.93

I Moderato

I Allegro

Il Allegretto

IV Andante - Allegro

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

Although Dmitri Shostakovich wrote music in all genres, it was as a com-
poser of symphonies and string quartets that he was best known in the West dur-
ing his lifetime. From the vantage point of nearly half a century after his death,
this assessment remains unchallenged. In this regard, he can be compared to
Haydn, but not even Haydn’s symphonic creativity lasted as long as Shostakov-
ich’s. From his First Symphony, written as a diploma exercise at the St. Petersburg
Conservatory in 1924-25, to his Fifteenth of nearly half a century later, Shosta-
kovich left an indelible mark on the twentieth century as one of its greatest sym-
phonists, comparable to Beethoven in the nineteenth, some would contend.

The world premiere in Leningrad (today St. Petersburg again) of the Tenth
Symphony on December 17, 1953, conducted by Yevgeny Mravinsky, and the
subsequent performance in Moscow twelve days later, won exuberant public ac-
ceptance. The official world reserved judgment until it had studied the work at
an extensive three-day seminar the following spring. Boris Schwarz described the
proceedings in his invaluable book Music and Musical Life in Soviet Russia,
1917-1970 as follows: The debate “seemed to transcend the significance of the
work and centered on a vital principle: the right of an artist to express himself,
individually rather than collectively, subjectively rather than objectively, without
bureaucratic interference and tutelage.” The committee decided in Shostakovich’
s favor (the symphony was billed as an “optimistic tragedy”!), and he was later
named “People’s Artist of the U.S.S.R.,” the highest artistic honor awarded by
the Soviet Union. The Tenth Symphony went on to worldwide fame and is now,
along with the First and Fifth, the most frequently heard of the composer’s sym-
phonies.

Shostakovich’s command of musical material is seen at its finest in the
opening pages. Working with little more than a six-note motif, he presents a long
(sixty bars), quiet passage for strings alone. Melodic elements of this passage will
be found in all four movements of the symphony. The scope and darkly brooding
quality of this music have led some to describe it as Faustian. “Music of wander-
ing, drifting,” is musicologist Michael Steinberg’s description. Finally the clarinet
enters with the second subject, an infinitely sad yet lyrical idea that slowly un-
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winds, growing by small increments to the first of the movement’s big climaxes.
Eventually a third subject is introduced - a languid, waltz-like theme first heard
in the somber low range of the flute. Each of these ideas is extensively developed
alone, then in various combinations against a background of inexorable growth,
leading to ever-more intense climaxes. The movement closes quietly, as it began.

The breathless silence that ends the first movement could not stand in
greater contrast to what follows. For sheer demonic fury and searing, white-hot
intensity, there are few moments in all music to match this symphony’s second
movement, the musical equivalent of a tornado ride through hell. Though only
four minutes in length, it inevitably leaves the listener emotionally drained by the
time the last wall of sound has roared to an abrupt stop.

If the first movement is the symphony’s most awesome in design, and the
second its most viscerally exciting, the third might be considered the philosophi-
cal centerpiece. A gentle, folklike tune for strings alone sets things in motion,
beginning with the same series of three pitches that opened each of the previous
movements. A sinister, dance-like tune intrudes, written for the entire woodwind
choir accompanied only by timpani and triangle. At length a new element enters
the picture: a five-note call announced by the solo horn. This call is heard a total
of a dozen times, ranging from assertive to manic (all four horns in unison) to
feeble (the last few statements are but mere echoes). Also pervading this move-
ment is the composer’s musical signature, a four-note motif derived from his
name in German orthography: DSCH (Dmitri SCHostakowitsch), in which “S” cor-
responds to “Es” (E-flat in English) and “H” to B natural; hence, D, E-flat, C, B, or
its equivalent in various transpositions.

The finale opens with one of the longest slow introductions in the entire
symphonic repertory, amounting almost to a movement in itself. The mood of
the Andante is tense, ominous, foreboding. Extended solos for woodwinds inten-
sify the mood of haunting loneliness. Suddenly all anxiety is thrusted aside with
the intrusion of a sprightly, affirmative theme in the violins (Allegro). Churning
strings, brass fanfares, and a sinister military march derived from material in the
second movement all contribute to the summation and resolution of inner con-
flicts spanning fifty minutes of music. The symphony ends in E major, with the
DSCH motif exultantly proclaimed by horns, trombones and timpani in turn.

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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Yusuke Yanagihara was born in Tokyo. He graduated from Tokyo University of the Arts. In
1998, he won the 3rd prize of the Japan Flute Competition, the 1st prize of the Japan Wood-
wind Competition, and the 2nd prize and Matsushita prize of Music Competition of Japan.
Yanagihara began his appointment as principal flute of Tokyo Metroplitan Symphony Orches-
tra in 2004. He is a part time instructor of Musashino Academia Musicae.
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Program notes by Robert Markow

R. Strauss:
Till Eulenspiegels lustige Streiche, op.28
(Till Eulenspiegel’s Merry Pranks, op.28)

Richard Strauss: Born in Munich, June 11, 1864; died in Garmisch-Partenkirchen,
September 8, 1949

“I am unable to write without a program to guide me,” Richard Strauss fa-
mously declared. Whether there was any truth to the composer’s words is open
to question, of course, but in any case, Till Eulenspiegel’s Merry Pranks stands
as one of the most famous and successful examples of program music ever writ-
ten. Composed in the winter of 1894-95, and premiered on November 5, 1895
in Cologne, it displays the phenomenal ability of the young Strauss to convey in
tone just about anything he wished.

The character of Till Eulenspiegel exists in stories and legends dating back
to the fourteenth century. Various accounts designate him as Belgian, French or
German in origin. The Renaissance imagination being what it was, it is difficult
to determine if Till was a real historical character or whether he simply evolved
through writers’ imaginations about the numerous rogues, pranksters and jesters
common to the age. The earliest surviving account of his adventures appeared
about 1515 in German and was translated soon thereafter into more than half a
dozen languages. Such was the popularity of Till that twenty editions recount-
ing his shenanigans had been published in France alone by the beginning of the
eighteenth century. Eulenspiegel became Ulenspiegle, and voila!, a new word:
espiegle is now the French term for “mischievous rogue.”

Strauss’s immediate inspiration probably came from a nineteenth-century
Belgian account by Charles de Coster, Legende de Thyl Uylenspiegel et de la
Lamme Doedzak (1867, republished in 1893). Strauss at first contemplated writ-
ing an opera on the subject, having seen an earlier opera about Till by the Bavar-
ian composer Cyrill Kistler. Identifying closely with the rascal who resists authori-
ty, Strauss felt impelled to put his own version of Till on the stage. He prepared a
libretto sketch, but soon abandoned it. He was soon at work again on an entirely
new form, the succinct, seventeen-minute symphonic poem to which he gave the
long, cumbersome title Till Eulenspiegels lustige Streiche nach alter Schelmen-
weise in Rondeau form fiir grosses Orchester gesetzt (Till Eulenpiegel’s Merry
Pranks, after the Old Rogue’s Tale, Set for Large Orchestra).

Two principal themes are associated with the character, the first played
by violins and clarinets at the outset to establish the “once-upon-a-time” flavor,
and the second initially by the solo horn - a sprightly, syncopated tune cover-
ing nearly three octaves. These two musical ideas are ingeniously transformed
and adapted in numerous ways to describe the various pranks of the anti-hero:
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After riding about for a bit in search of adventure, Till creates chaos in the mar-
ketplace, then impersonates a monk, attempts to play the gay blade, and argues
with a group of decrepit scholars. Following various other episodes comes his
trial, at which his squeaky attempts to defend himself are comically portrayed in
the highest range of the clarinet. He is sentenced to death, the hangman does his
work, Till’s soul flies from his body and then descends - all graphically portrayed
by the orchestra. The epilogue returns with the theme of “once-upon-a-time,” and
a final flourish reminds us of Till’s enduring spirit.

Nielsen:
Flute Concerto

I Allegro moderato
I Allegretto, un poco

Carl Nielsen: Born in Sortelung (near Ngrre-Lyndelse on the island of Funen), June
9, 1865; died in Copenhagen, October 3, 1931

Carl Nielsen represents to Denmark what Grieg does to Norway and Sibelius
does to Finland: his country’s most famous composer. In fact, Nielsen was born in
the same year as Sibelius, 1865. A preoccupation with landscape and the beau-
ties of nature is found in the music of all three Nordic composers. However, un-
like the grim austerity of Sibelius’ music, much of Nielsen’s output is sunny, warm
and relaxed. Nielsen had a voice all his own, but he grew up in a generation that
included so many attention-grabbing personalities — Ravel, Debussy, Mahler,
Satie, Schoenberg, Strauss, Stravinsky — that there was little room left in the in-
ternational consciousness for conservative music written by a quiet, simple man in
Copenhagen. Almost without exception, listeners find his music immediately acces-
sible and full of ingratiating charm, expansive moods and diatonic harmony.

Nielsen had a special fondness for wind instruments, and wrote particularly
well for them. His woodwind quintet is one of the half dozen or so most highly
regarded and frequently played works in this medium. At the age of sixty, Nielsen
conceived the plan to write a concerto for each member of the Copenhagen Wind
Quintet. Failing health allowed him to complete only the concertos for flute and
clarinet, both among his most delightful works. The Flute Concerto was composed
in the summer of 1926 and given its first performance on October 21 in Paris with
Holger Gilbert-Jespersen as soloist. Shortly thereafter, Nielsen revised the ending
for a performance in Oslo in November and for the first in his native Denmark the
following year.

This concerto was composed in the wake of Nielsen’s dark and troubled
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Sixth Symphony — a ray of bright sunlight after the despair of the symphony. “The
flute,” wrote Nielsen, “cannot belie its true nature. It is at home in Arcadia and
prefers pastoral moods. A composer must therefore fit in with its gentle nature if he
doesn’t want to be branded a barbarian.” Nielsen tailored his concerto to the char-
acter of his soloist as well. Gilbert-Jespersen was a mild-mannered man “inclined to
fastidious taste” (as Robert Simpson describes him) and possessing a lively sense of
humor. Nielsen accommodated all of these qualities in his concerto.

Humor in particular abounds. The first movement, as Simpson points out,
“spends all its time looking for a key.” Then there is that long, strange cadenza dur-
ing which the soloist must maintain its supremacy first over rumbling timpani, then
over an intrusive clarinet. In the second movement the gently comedic bass trom-
bone makes its presence very much felt. Playful, witty, cheerful and mock serious
by turns, the concerto perfectly fulfills its mandate of spotlighting the flute while
not neglecting the orchestral contribution.

Ravel:
Pavane pour une infante défunte

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

Throughout his compositional career, Ravel turned often to the dance as
inspiration for his music: the waltz, minuet, bolero, habanera and pavane he all
set twice or more, as well as the malaguefia, rigaudon and forlane. One of his first
successful works was the exquisite piano miniature Pavane pour une infante dé-
funte, written in 1899 while the composer was still a student and dedicated to the
Princess of Polignac, a noted patroness of the arts. In the composer’s words, “it is
not a lament for a dead child, but an evocation of the pavane which might have
been danced by a tiny princess such as was painted by Velasquez at the Spanish
Court.” The Pavane’s popularity increased still more when the composer orches-
trated it in 1910. In Ravel’s treatment of the pavane (a stately sixteenth-century
Spanish court dance), we find a haunting, graceful melody set against a gently un-
dulating rhythmic accompaniment. Strings are muted throughout, adding a touch
of veiled mystery to the subtly archaic character.

The first performance of the Pavane was given by pianist Ricardo Vifies in
Paris on April 5, 1902. Ravel himself recorded it in a Duo-Art piano roll in 1922.
The first performance of the orchestral version was conducted by Sir Henry Wood
at one of the Gentlemen’s Concerts in Manchester, England, on February 27, 1911.
Alfredo Casella conducted the Parisian premiere later that year on Christmas Day.
Ravel did not leave a recording of himself conducting the work, but he did under-
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take, in all honesty and objectivity (so he claimed!), a criticism of the premiere of
the orchestral version, asserting that the piece was “old enough for the composer
to abandon it to criticism.” He took objection to the Pavane’s “excessively flagrant
influence of Chabrier and the impoverished form” and claimed that its popularity
(in the piano version) was due to what he considered its conservative, unimagi-
native character. Ravel is, for the most part, correct in his assessment. But the
Pavane’s quaint charm, evocative mood and idyllic tranquility have endeared it
to millions, and no critic, even the composer, can undo the touching effect this ex-

quisite musical gem has on us.

R. Strauss:
Der Rosenkavalier, Suite

Richard Strauss: Born in Munich, June 11, 1864; died in Garmisch-Partenkirchen,
September 8, 1949

In the opera Der Rosenkavalier Strauss created his greatest popular success.
At the premiere, given in Dresden on January 26, 1911 with Emst von Schuch con-
ducting, the audience was treated to the charm and nostalgia of Old Vienna in Hugo
von Hofmannsthal’s exquisitely crafted libretto set to Strauss’s irresistibly captivating
music. A bewildering variety of suites and waltz sequences from Der Rosenkavalier
now exist, some arranged by Strauss, some by others. Whether the familiar suite of
1945 was arranged by Strauss or by someone else has never been determined, but
this bothers only a few scholars.

At the opera’s outset, an impetuous, seventeen-year-old youth, Octavian, be-
lieves himself eternally in love with a woman twice his age, the Marschallin. In the
course of events, Octavian is asked to present a silver rose (the symbol of betrothal)
to Sophie, a sweet young girl engaged, very much against her will, to a gauche, blus-
tering lecher named Baron Ochs. Octavian and Sophie fall immediately in love. Ochs
is eventually disgraced and forced to let Sophie go her way, while the Marschallin
graciously renounces her love for Octavian. The most familiar Suite from Der Rosen-
kavalier incorporates the exuberant opening moments, the magical Presentation of
the Rose scene, the clangorous bedlam that occurs later in the act, theme from the
heavenly Final Trio, and of course several of the opera’s memorable waltz tunes.

No matter that the dashing Octavian is sung by a woman (mezzo-soprano), or
that the custom of presenting a silver rose was fiction, or that waltzes were an anach-
ronism in eighteenth-century Vienna; Strauss’s gorgeous melodies, sumptuous or-
chestration, and lilting waltzes sweep listeners into their magical orbit and send them
radiantly happy into an idealized, romanticized Vienna that never really existed.

For a profile of Robert Markow, see page 38.
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Kazuhiro KOIZUMI

Honorary Conductor for Life
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitdt 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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Yuasa: Symphonic Suite “The Narrow Road into the Deep North: Bashd” (1995)
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Mozart:
Overture to “Die Zauberflote”, K.620
(Overture to “The Magic Flute”, K.620)

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

The Magic Flute was the last of Mozart’s many operas, first performed
in Vienna on September 30, 1791, just a few weeks before the composer died
at the tragically young age of 35.The opera (actually a Singspiel, a stage work
combining spoken dialogue in German, solo voices, an orchestra, acting, scenery
and costumes) was a tremendous success, and has remained so ever since. It is a
wonderful mix of fantasy, fairy tale, and deeply serious matters that concern all
us all. At times it makes us laugh, but it also teaches us something about how we
treat each other, and makes us think about the difference between good and bad
behavior.

The story takes place in ancient Egypt. It involves a handsome prince who
rescues a beautiful young woman (they later get married, of course!), an evil
sorceress, a good magician, a bird catcher, a dragon, three little boys who travel
about in a flying machine, and of course, a magic flute that can tame wild beasts
and protect its owner from all harm.

The first sounds we hear are loud chords from the full orchestra. These
represent the brotherhood of priests who will guide the prince through difficult
ordeals. These chords return later in the overture. After a short period of seri-
ous, slow music the overture suddenly becomes bright in color and fast in tempo.
Violins, then other instruments in turn, play a sprightly idea that seems to bounce
along with all the joy in the world. Mozart proceeds to work this idea into all
kinds of shapes and sizes, as if he wanted to demonstrate how many different
ways he can alter it. The music transports the listener effortlessly into the opera’s
world of happiness, reverence, and belief in the goodness of humanity.

(Robert Markow)

Joji Yuasa was born in 1929 in Koriyama, Japan. He is a self-taught composer. He first
became interested in music while a pre-medical student at Keio University, and in 1952
turned to music full time when he joined a young artists’ group, the Experimental Work-
shop in Tokyo. Since then, Yuasa has been actively engaged in a wide range of musical
composition, including orchestral, choral and chamber music, music for theater, and in-
termedia, electronic and computer music. His orchestral masterpieces are Chronoplastic
(1972), Requiem (1980), Scenes from Bashé (1980-89), A Perspective (1983), Eye on
Genesis II (1992), The Narrow Road into the Deep North: Bashé (1995), Chronoplastic II
(1999/2000), Chronoplastics III (2001), Cosmos Haptic V (2002), Eye on Genesis III
(2005), Basho in the Wind of Autumn (2009), and Locus (2017-), among others.

For a photo of Joji Yuasa, see page 56.



Yuasa:
Symphonic Suite “The Narrow Road into the
Deep North: Bashd™ (1995)

I Departing spring -, Birds cry, And fishes’ eyes are filled with tears.

I Appreciation of poetry begins with - , Hearing a rice planting song of the north.
I The summer grass - , Holds still dreams of the stalwart warriors.

IV Over the utter silence -, Voices of cicadas sinking into the rocks.

Joji Yuasa:Born in Koriyama, Japan, August 12, 1929; now living in Tokyo

If the life of a composer can really be compared to a journey, I have a
certain pride in my journey so far, through which I have been seeking after the
origin and the spring of my music, as the journey leads me back to the genesis of
humanity, the beginning of civilization.

With the viewpoint above, I approached the haiku of Matsuo Basho (1644
- 1694) in a way that, rather than musicalize the meaning of each haiku, I would
select those haiku Basho composed on the spiritual meeting point of nature, or
cosmos, and himself, and that I would compose music on the point where the se-
lected haiku and my own musical spirit had met.

“The Narrow Road into the Deep North: Basho” in this sense is the treasure
house of great haiku. Also, the greatness of Basho lies in the fact, so it seems to
me, that he sees through everything and every human, and looks directly into
the origin of every existence. He reached that far, tracing such spiritual poets as
Saigyo, Noin-Hoshi, and Sohgi in the Japanese poetry, and Du Fu and Chuang-
tzu in the Chinese tradition, while he also searched into Yokyoku and Noh.

He studied and revered individual poets and poem, going back the history,
but then, to our eyes, he transcends any individuality as such, reaching the uni-
verse of human spirit.

This is one of the reasons I work on the work of Basho, while I am also in-
spired by the pure creativity of Basho, who advocated “Fueki-Ryuko” (i.e. “Don’t
forget the eternal, but do remember the present”), leaving us that famous remark,
“New and fresh should the flowers of haiku be.”

In this symphonic suite, as well as its predecessor ‘Scenes from Basho’, one
piece of haiku gives a title to one musical movement. As I was commissioned by
Fukushima Chuo Tetevision (one of the main television networks in the Tohoku
Region of Japan - the region where Basho traveled along ‘The narrow road into
the deep north’ -) for this composition of mine, I chose, for the titles of the second
to fourth movements, three haiku Basho composed in the Tohoku Region, while
for the first movement I chose the haiku he composed as he set off Yedo (Tokyo’
s old name) for the journey into the Oku (that is, the Tohoku, or the inner-north),
thus presenting a four-movement suite.
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The First Movement: Lento molto delicatamente
Yuku Haru ya -,Tori naki,
Uwo no Me wa Namida.
(Departing spring -, Birds cry,
And fishes’ eyes are filled with tears.)

“So moved and at a loss for words at the departure on this far-away jour-
ney, all I can do is just weep , if only secretly in mind, bidding a silent farewell
to all that and whom I have loved, just worldly though they might be.” So writes
Basho in the foreword to the above haiku.

Even if the purposes of the journey were to follow the traces of histori-
cal personages, make a pilgrimage to sacred places, and thus to seek for some
spiritual sublimation, Basho is here trembling at leaving everything behind for a
seemingly endless exploration, while on the other hand he announces his deci-
sion to travel beyond any sentimentalism, if the result should turn out a death on
the road. Poetry spans a deep spiritual river with a bridge between Basho the in-
dividual and Universe the eternal, under the spring sky of Yedo, which Basho has
loved but is leaving. My primary task was to carve a musical form to this poetry.

The Second Movement: Largo nobile
Furyu no, hajime ya,
Oku no Taue-Uta.
(Appreciation of poetry begins with -,
Hearing a rice planting song of the north.)

This piece of haiku was composed when Bashd put up at the home of Sag-
ara Tokyu, a haiku poet of Sukagawa, southern Fukushima, and it reflects Basho’
S own appreciation, or gratitude, when all the trouble from Yedo to Shirakawa,
the southern border of the Tohoku Region, is finally over, and he now has set
foot upon the ground of this pilgrimage.

The piece was partly a greeting reply to Tokyu’s greeting welcome, “How
did you cross the boundary at Shirakawa?” but, in my view, also in it is the poet’s
recognition of the origin of art, or life, or substance, in the then common, worldly
songs the peasants were singing while planting rice; for rice-planting songs had
most probably originated from Dengaku (a folk theatrical and predecessor of
Noh) as a religious ritual, a prayer for rich harvest.

Basho did not just hear the songs as peaceful rustic airs in the rice field, but
he had an ‘eye on genesis’, with which he saw as the origin of art the primeval
cosmo-chaos of the sacred, where, and only where, humanity and eternity could
be universally united.

This movement is also my musical offering, greeting the mountains and
rivers of my hometown Koriyama (in southern Fukushima, a little north of Su-
kagawa) with fond memories at heart, part of which are the memories of religious
ceremonies and conventions [ was brought up with from infancy, whose echo
may resound in the music.
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The Third Movement: Adagio religioso
Natsu-Kusa ya -,
Tsuwamono-domo ga, yume no Ato.
(The summer grass -, Holds still
dreams of the stalwart warriors.)

The Battle of Koromogawa (1189, Hiraizumi, Tohoku). A requiem to Gen-
eral Yoshitsune, who was forced to kill himself there, and his faithfuls, Tadahira,
Kanefusa, and Benkei, among others. In the meantime, reflections upon Du Fu’
s famous passage, “Even the defeat of the nation shall never ill-affect its country,
its mountains, its rivers; for, lo, the castle is still in full spring, grasses and trees all
so green!” Every single thing keeps changing, appearing and disappearing living
and dying, and yet, at bottom, nothing ever changes in soul. Here lies a grand
spiritual orbit, through the medium of the haiku saint, an orbit that transcends ei-
ther space-time or time-space.

Humbly sharing his reflections, I should like to submit here a requiem also
with my own pen.

The Fourth Movement: Grave misterioso
Shizukasa-ya -,
Iwa ni shimi-iru Semi no Koe
(Over the utter silence -,
Voices of cicadas sinking into the rocks.)

This famous haiku has a beautiful foreword by the poet that I cannot but
fancy, “Climbed up to the holy temple on the mountain top. The mountain made
of rocks after rocks, pines and cedars centuries old, even the soil and stones aged
with mosses all over, and the gates and doors all shut, there was not a single
sound ever to be heard. Going round the cliffs and crawling over the rocks, I fi-
nally reached the temple and then prayed. Turning back, I suddenly realized that
I was in the midst of natural wonder, and that all in quietude. If not there then,
how could my soul ever have been quieted?”

In autumn 1994, I called at this temple, Risshakuji, for the composition, and
for the first time. I had expected a number of gigantic rocks among old pine trees
toward the top of the mountain, but it turned out that, in the lower and larger
part of the climbing effort, I just had to toil up the innumerable stone steps, all
the while enveloped in the dark forest of tall cedars, with both wooden and stone
grave tablets everywhere on the mossy cliff face. When at last I made through
the forest, the whole peak spread there as just one big rock holes here and there
carved by weathering, striking me with awe. This is a sacred mountain of Shu-
gen-do, mountain aestheticism, where ancestors are worshipped and the whole
place felt like some mystic graveyard.

“The utter silence” can be listened to; but only after one encounters this
almost primitive, wild cosmology, or Zen Master Daisetsu Suzuki’s ‘cosmic uncon-
sciousness’. “Sinking into the rocks” are not just the “voices of cicadas”, but also
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Matsuo Basho himself, who, at this ultimate, sinks into nature, into the universe.
Such a spiritual place made itself the very ground on which I hoped to construct
what little T could.

Each movement of ‘The Narrow Road into the Deep North: Bashd’ is dedi-
cated to the following people;-

The First Movement, to Daitaro Yuasa. My father, who was a medical doc-
tor, and was at home in every line of art; literature over the world through the
ages, fine art, music, theater, and architecture, to name a few. He was a haiku
poet himself, with the name Dockatsuju, and led a haiku group Gumpoginsha.

The Second Movement, to Mr. Masaaki Imaizumi. As president of Fuku-
shima Chuo Television, Mr. Imaizumi has been honorably contributing to society
with his noble view of art and culture, and he kindly granted me the opportunity
of composing this piece.

The Third Movement, to the following classmates. Not a few of my class-
mates, when we were in the third year of Asaka junior-high, lost their hopeful
lives in youth, when there was an air raid on 12 April, 1945, toward the end of
World War II, while they were working at a chemical factory in Koriyama.

The Fourth Movement, to Mr. Tsutomu Shida. In the late 1970s, when I
was in hardship, Mr. Shida aided me, spending the award grant he obtained for
his own achievement in engineering, to send me to ISCM World Music Days
Stockholm and Helsinki. This deputy mayor of Miharu Town has been my best
friend ever since our junior-high years, and our primary topic of conversation has
always and foremost been - Art.

(Joji Yuasa, 1995 / translated by Kunihiko Goto)

Dvorak:
Symphony No.8 in G major, op.88 B.163

I Allegro con brio

I Adagio

Il Allegretto grazioso

IV Allegro ma non troppo

Antoin Dvordk: Born in Mithlhausen (near Prague), Bohemia (today Nelahozeves,
Czech Republic), September 8, 1841; died in Prague, May 1, 1904

The genial, carefree spirit of Dvofdk’s Symphony No. 8 has endeared it to
generations of concertgoers. Its prevailing happy spirit, idyllic moods and evocations
of nature and simple rustic life call to mind other symphonies of a pastoral nature:
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Beethoven’s Sixth, Schumann’s Spring Symphony (No. 1), Schubert’s Fifth, Mahler’s
Fourth, and Brahms’s Second.

Dvotdk began work on his Eighth Symphony in late August, 1889. He was in
high spirits and full of creative confidence. He “complained” to a friend that his head
was so full of ideas that it was a pity it took so much time to jot them down. “Melo-
dies simply pour out of me.” For this reason, it took him only twelve days to write the
composition sketch for the first movement, a week for the second, four days for the
third and six for the finale. The orchestration required an additional six weeks. Three
months after commencing work on it, the score was ready for the printer, who, in this
exceptional case, was not the usual Simrock, but the English firm of Novello. Dvofdk
conducted the first performance on February 2, 1890 in Prague.

The symphony’s first movement presents analysts with a puzzle: What role
does the opening nostalgic theme play? Is it the “first” theme, or an introduction? Is
the “main” theme then the simple, birdlike tune played later by the flute? If so, what
then does one call the warmly noble cello theme that follows the timpani’s “rat-a-tat”
and the succeeding idea characterized by upward leaping octaves in the cellos? No
matter, really. The point is that Dvofdk did incorporate a great wealth of melody into
this movement. One program annotator (Richard Freed) finds in it “an atmosphere
of fairy tales and forest legends -+ bird calls, woodland sounds and bluff Slavonic
marches.”

The second movement, like the first, opens with a nostalgic, rather solemn
theme. A second idea in C major offers a new theme in the flute and oboe, accompa-
nied by descending scales in the violins. An angry outburst from the hormns leads to a
brief, anxiety-filled passage, but sun, warmth and charm soon return.

The third movement is a graceful waltz that frames a central trio section an-
nounced by a new theme in the flute and oboe. Dvoték borrowed this theme from his
opera The Stubborn Lovers. The waltz returns, and a brief, energetic coda concludes
the movement.

A trumpet fanfare opens the Finale, followed by a charming and carefree theme
in the cellos. Simple and natural as the theme sounds, it caused Dvordk much diffi-
culty. He wrote ten different versions of it before he was satisfied. (Beethoven’s “Ode
to Joy” theme underwent a similar metamorphosis.) Dvordk then builds a set of varia-
tions on this theme, including an exuberant outburst from the full orchestra with trill-
ing horns and scurrying strings. A central section in C minor presents a new march-
like idea. When this subsides, Dvorédk returns to the peaceful world of the principal
theme, which undergoes further variations. A rousing coda brings the symphony to a
brilliant close.

(Robert Markow)

For a profile of Robert Markow, see page 38.
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