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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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Fri. 3 April 2020, 19:00 at Suntory Hall

151 @ j(@%ﬂ]j: Kazushi ONO, Conductor
£7/ @ BB Mao FUIITA, Piano
VIS @ BYIRF Ryoko SUNAKAWA, Soprano
XIVTS/ @ LT E  Hiroka YAMASHITA, Mezzo-Soprano
F/—I @ .%.E_'E_i T Naoki MIYASATO, Tenor
&8 @ “HI=SIER Nikikai Chorus Group. Chorus
BIEEE @ j(.%?\zﬁ/ Yoshiaki OSHIMA, Chorus Master
VY-~ 29— @ INHHF Kyoko SHIKATA, Concertmaster

21— ET /BRER A2 opss G19)

Schumann: Piano Concerto in A minor, op.54

I Allegro affettuoso 770 FIoybhod—
I Intermezzo: Andantino grazioso &M 7V VT - TSVAad—
I Allegro vivace ruoo-Jg497—Fx

K& / Intermission (20 %9)

AVTIVAY = ZTEEE2E ZORE ops2 (FEIK) 0o
Mendelssohn: Symphony No.2 in B-flat major, op.52, "Lobgesang"
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Mao FUJITA

Piano
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BIFEEFLL. OVRY, N, Za—3—7J. ERID, VI RFIVIIT, vV
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FIWBHTFESNTND, CDEFFIVINSUU—R, 1998FRREEF.

Mao Fujita was born in Tokyo in 1998. In 2017, He won the 1st prize at Concours International
de Piano Clara Haskil. In June 2019, he won the 2nd prize at International Tchaikovsky Compe-
tition and performed with Gergiev at the final Gala. He made his debut in London, Paris, New
York, St. Petersburg and Seoul, among others.

Ryoko SUNAKAWA

Soprano

,J\J I |// \?

Jyrs/

©Yoshinobu Fukaya
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Ryoko Sunakawa graduated from Musashino Academia Musicae and obtained a master’s de-
gree at the same university. She studied further in Italy. Sunakawa won the 1st prize at Music
Competition of Japan in 2000, and the Zandonai prize at Riccardo Zandonai International

Competition in 2006. She has appeared as titleroles at New National Theatre, Tokyo, Nissay
Theater, and Biwako Hall, among others. She is a member of Fujiwara Opera.
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Hiroka YAMASHITA

Mezzo-Soprano
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Hiroka Yamashita graduated from Tokyo University of the Arts and obtained a master’s degree
at the same university. She is currently in the 4th year for her Doctor’s degree. In 2016, Ya-
mashita won the 1st prize at the 21th Concert Marronnier 21. She has performed as Hansel in
Hénsel und Gretel, Cherubino in Le Nozze di Figaro, and Mercédes in Carmen, among others.
She is a member of Japan Vocal Music Academy.

Naoki MIYASATO

Tenor
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Naoki Miyasato graduated from Tokyo University of the Arts and obtained a master’s degree
at the same university. He studied further at Universitat fir Musik und darstellende Kunst
Wien. He won the 2nd prize at Riccardo Zandonai International Competition. Miyasato has

performed as Rodolfo in La Boheme, Pinkerton in Madama Butterfly, Azaélin L'enfant Prodigue,
and Alfredo in La Traviata, among others. He is a member of Nikikai.
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Nikikai Chorus Group  chorus
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Nikikai Chorus Group, the first professional chorus group in Japan, was established in 1953.
Centering its activities in opera performances, Nikikai Chorus Group also makes guest ap-

pearances with major orchestras, gives original concerts and performs in schools. The chorus
appears regularly with TMSO at concerts of Beethoven’s Symphony No.9.

Yoshiaki OSHIMA

Chorus Master
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RRBMAPIEER R, ARZRIET. 7oV ARMGEBRZESVTNUELESE
BERICES, FRBSFEEMLTEMA Y I— IV vTHEE. BER_HaaRIEHE
EHICDDEERN ALY, IURT+ o7, BIiEESE. SEEBESLLTEN. NE
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Yoshiaki Oshima graduated from Tokyo University of the Arts and obtained a master’s degree
at the same university. He studied at Conservatoire de Paris under the scholarship of French
Government. He has been a member of Tokyo Nikikai as a Korrepetitor, Chorus Master, and
Assistant Conductor and contributed to success in many productions.
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Program notes by Robert Markow

Schumann:
Piano Concerto in A minor, op.54

I Allegro affettuoso
I Intermezzo: Andantino grazioso
I Allegro vivace

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

“I cannot write a concerto for the virtuosos — [ must plan something
else.” These words, written in 1839 to his future wife Clara Wieck, embody Rob-
ert Schumann’s attitude towards piano writing. In an age addicted to the showy
glitter and bravura displays of pianists like Liszt and Thalberg, it is not surpris-
ing that Schumann’s concerto did not capture the public fancy. Following the
first performance, Clara received the questionable compliment of “praiseworthy
efforts to make her husband’s curious rhapsody pass for music.” Due to the im-
portance of the orchestral contribution, Liszt called it a “concerto without piano.”
The work remained for the most part unappreciated until the twentieth century,
by which time audiences finally recognized its true worth.

Schumann made three attempts to write a piano concerto before achiev-
ing success: one in F minor, 1829; one in F major, 1830; and one in D minor,
1839. (There was even a fourth, if we count the Piano Sonata No. 3 of 1835-
36, subtitled “Concerto without Orchestra.”) In 1841, Schumann brought forth a
single-movement work he called Phantasie, which was destined to become the
first movement of the Piano Concerto in A minor. The exuberance, freshness and
poetry of this Phantasie all reflect Schumann’s great personal happiness in life
with his new wife. Its deeply lyrical impulses may also be seen as an extension of
the previous year’s outpouring of songs (well over a hundred); Klaus G. Roy calls
it “nothing if not an effusion of song-without-words.”

Furthermore, Schumann finally achieved his goal of combining successfully
piano and orchestra. Clara recognized this quality immediately, and commented:
“The piano is most skillfully interwoven with the orchestra — it is impossible to
think of one without the other.”

But publishers were not impressed, and no one was interested in printing
this single-movement work. Schumann tried using different titles, including Al-
legro affettuoso and Concert Allegro, to no avail. Flashy concertos were in
vogue; subtle, poetic Fantasies were not. Four years later he wrote two additional
movements called Intermezzo and Finale, which became the concerto’s second
and third movements. Clara Schumann was soloist in the world premiere on De-
cember 4, 1845 in the auditorium of the Hotel de Saxe (a private affair), and the
Schumanns’ friend Ferdinand Hiller, to whom the concerto was dedicated, con-
ducted. The score was published the following year.
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Schumann dispenses with the traditional orchestral exposition found in
classical concertos. Instead there is a peremptory “shout” from the full orchestra,
followed by a cascade of chords from the soloist. A wistful, plaintive theme from
the solo oboe — as tenderly lyrical and poetic an idea as any Schumann ever
conceived — is taken up immediately by the piano, indicating at this early stage
the close relationship that will prevail between soloist and orchestra.

The coy, playful, four-note idea that figures prominently in the opening sec-
tion of the Intermezzo is really no more than a cleverly disguised fragment of the
familiar first-movement theme. One of the most ravishing passages in the whole
concerto is the Intermezzo’s central episode featuring cellos in a theme of soaring
lyricism and romantic passion.

Following the return of the Intermezzo’s opening material comes a short
bridge passage which contains the embryo of the Finale’s main theme. This, to
no one’s surprise by now, is also generated by the fertile theme from the first
movement. The most notable feature of the movement may well be the recurring
second theme with its tricky syncopations. Some listeners hear it as a peg-legged
march, whose rhythmic ambiguity is created through a quick two-step set against
a slower pulse of three beats. A lengthy coda brings the concerto to a radiantly
happy conclusion.

Mendelssohn:
Symphony No.2 in B-flat major, 0p.52,
“Lobgesang (Hymn of Praise)”

I Sinfonia: Maestoso con moto - Allegro -

Allegretto un poco agitato - Adagio religioso
Chorus: Alles, was Odem hat, lobe den Herrn!
Recitative: Saget es, die ihr erlost seid durch den Herrn
Chorus: Saget es, die ihr erldst seid von dem Herrn
Duet and Chorus: Ich harrete des Herrn
Tenor solo: Stricke des Todes hatten uns umfangen
Chorus: Die Nacht ist vergangen
Chorus: Nun danket alle Gott
Duet (Soprano and Tenor): Drum sing ich mit meinem Liede
Chorus: Ihr Vélker! bringet her dem Herrn Ehre und Macht!

X EEEsSs<=2EH

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

Mendelssohn’s Symphony No. 2 is a work of contradictions and paradoxes.
For one thing, it is neither a symphony nor “No. 2.” This was the title given by
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the publisher; Mendelssohn himself called it “A Symphony-Cantata to Words
from the Holy Scriptures.” Its designation “No. 2” is wildly misleading, for it was
in fact the last of Mendelssohn’s five mature symphonies to be conceived and the
last but one to be completed. (The chronology of Mendelssohn’s symphonies is
notoriously complex. Not only are the five mature symphonies assigned numbers
completely out of order to their creation, but there exist also twelve adolescent
symphonies for strings, plus a fragment of a thirteenth that also became the first
movement of the first symphony of Mendelssohn’s maturity.)

Further paradoxes abound. The Lobgesang was written to celebrate the
400th anniversary of the invention of movable type in 1440 by Johann Guten-
berg, yet the text has no direct connection with this event, and Gutenberg’
s name is not even mentioned. Mendelssohn’s symphony is often compared to
Beethoven’s Ninth, yet in fact it has little in common with it aside from its length
(65-70 minutes) and its overall formal plan of a large choral movement divided
into numerous and highly varied subsections, all preceded by three shorter, pure-
ly instrumental movements collectively assembled under the title of Sinfonia and
played without pause. The Lobgesang was for much of the nineteenth century
one of Mendelssohn’s most popular works, yet today it has fallen into near ob-
scurity, with only an occasional performance to remind us of its manifold beau-
ties.

Leipzig was the obvious choice for a city to host the celebrations surround-
ing Gutenberg’s historic invention, as it was the center of the German printing
trade. Mendelssohn was also an obvious choice of a composer to write a piece
commemorating Gutenberg’s invention, as he was not only one of the most pres-
tigious composers around, but was also a devout Lutheran (having converted
from Judaism some time before) and already had a proven track record of no-
table religious and inspirational choral compositions to his credit. Furthermore, as
the dissemination of Lutheranism had been expedited through the medium of the
printed word, this suggested a further cause for the alliance of Mendelssohn and
Gutenberg. The Bible was the first book printed with Gutenberg’s movable type.

For the main body of his Symphony-Cantata, Mendelssohn drew on texts
from the Bible (Psalms, Isaiah, and Paul's Letters to the Ephesians and Romans).
He also incorporated one of the best known Protestant hymns, “Nun danket alle
Gott,” in its setting by Johann Crtiiger. (This is heard, to striking effect, as an a
cappella episode near the end of the Symphony.) The religious connection is fur-
ther emphasized by the words of Martin Luther that Mendelssohn placed at the
head of his score: “I would wish to see all arts, particularly music, in the service
of Him who has given and created them.”

The Lobgesang received its premiere on June 25, 1840 , conducted by
its composer in a most appropriate venue, St. Thomas Church, the very edifice
where another great Lutheran, J.S. Bach, had worked a century before. The score
is dedicated to Friedrich August II, King of Saxony.
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The Sinfonia, which lasts about a third of the entire work’s duration, serves
as an extended prologue. Most historians agree that this music had already been
written before Mendelssohn received his commission, and that he tacked them on
to the choral segment as an act of convenience. Be that as it may, the Lobgesang
forms a harmonious whole, with melodic interconnections between movements
(for example, the opening trombone motif recurs several times throughout the
symphony) and an overall inspirational tone.

Across the span of the hour-long-plus work, Mendelssohn employs a large-
scale tonal structure that deliberately reflects the message of the symphony’s text.
The Sinfonia opens and closes in the key of B-flat major, and in between visits
keys all closely related to B-flat (in mediant, submediant, and subdominant rela-
tions, for the technical minded), with the sole exception of No. 6, the mid-point
of the cycle, which is in the unrelated key of C minor. Here we also find Men-
delssohn’s most extreme use of dissonance, as well as an urgent, dramatic tone
reminiscent of an operatic scene, set to a text about death, hell, and wandering
in darkness. Up until the C-minor episode, the tonal structure has moved in a
downward direction, from B-flat major (No. 2) to G minor (Nos. 3 & 4) to E-flat
major (No. 5). Climbing figuratively out of the depths of No. 6 we rise through D
major (No. 7), then G major (No. 8) and back to B-flat (Nos. 9 & 10). This is of
importance to more than just trained music theorists; it reflects the symphony’s
overall progression from light to darkness and triumphant return to light, a phe-
nomenon most listeners will perceive intuitively. Underscoring the metaphor of a
return to light and cyclic movement are the final proclamations of the symphony’
s opening motif, first by trombones alone, then by the male chorus, and finally by
full orchestra and chorus in a vision of heavenly grandeur.

Robert Schumann, in his review of the work, praised it for its musical beau-
ties and articulated the essence of its meaning — a metaphor for Gutenberg’
s achievement: “The form of the whole could not have been conceived more
happily. ... The overall effect was one of enthusiasm, and certainly this may be
numbered among [Mendelssohn’s] most vivid and charming works, especially in
the choral passages. ... That duet with interjections by the choir, ‘I waited on the
Lord’ [No. 5] — after which there arose a whispering from the whole assembly
... was like a glance into the heavenly eyes of a Madonna by Raphael. Indeed, the
great invention of the light which we were celebrating has called forth a creation
of light for which we must all express our renewed thanks to the creator; so let
us, as in the words so nobly set by the composer, evermore ‘lay aside the works

I

of darkness, and gird ourselves with the weapons of light.

For a profile of Robert Markow, see page 38.
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Klaus

MAKELA™

Conductor
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Klaus Makeld has established a strong international presence with orchestras around the
world. Makela will assume the position of Chief Conductor and Artistic Advisor of Oslo Phil-
harmonic at beginning of 2020/21 season. He is also Principal Guest Conductor of Swed-
ish Radio Symphony, Artist in Association with Tapiola Sinfonietta, and Artistic Director of
Turku Music Festival. Makeld has performed with orchestras including NDR Elbphilharmonie,
Muinchner Phitharmoniker, Bamberger Symphoniker, Frankfurt Radio Symphony (hr-Sinfonieor-
chester), Orchestre de Paris, London Philharmonic, and City of Birmingham Symphony. In op-
era, he made his debut in December 2017 with performances of Die Zauberfléte at Finnish
National Opera.
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Subscription Concert No.901 C Series

| EREsS
2020645208(3) 140085
Mon.20 April 2020, 14:00 at Tokyo Metropolitan Theatre
$902[0 FHEERAS)—X
Subscription Concert No.902 A Series
| ERtRE

20206482 1500 190088

Tue. 21 April 2020, 19:00 at Tokyo Bunka Kaikan

1612 @ T JANT T Klaus MAKELA, Conductor
IV —hRIYRI9— @ %%BE@Z Tatsuya YABE , Concertmaster

INRUDR RS (BDIR) op.16 (129)

Sibelius: Spring Song, op.16

INUDR REEE (T A TUTAT) op26 @9
Sibelius: Finlandia, op.26

A& / Intermission (20 9)

V3RS A—T4F 1 ZEME 7T/ \RA op.c0
(LZTZ5—R) 059

Shostakovich: Symphony No.7 in C major, op.60, "Leningrad”

I Allegretto pAVZAV

I Moderato (poco allegretto) EF>—hk (RO - LT Lwh)
I Adagio 75 —3

IV Allegro non troppo ruza- /v - ~avik

FE . NEMEEARRBZERE
®E . R, RRFEEZRER

EREE EARRBIEPEDORK/B T,
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Program notes by Robert Markow

Sibelius:
Spring Song, op.16

Jean Sibelius: Born in Himeenlinna (Tavastehus), Finland, December 8, 1865; died
in Jarvenpad, September 20, 1957

Hiding in the corners of nearly every composer’s catalogue are works that
are seldom heard, often overlooked, and known mostly only to experts. One
could regularly attend symphony concerts for a lifetime without ever hearing Si-
belius’ Spring Song, for example, an eight-minute gem composed initially in 1894
and revised at least twice, perhaps even more (the matter is unclear). Sibelius was
nearing thirty at the time, but, unlike many famous composers, was not an early
starter. He was 25 before his first compositions appeared in print, so his opus 16
may well be regarded as an early work, preceding the First Symphony, the Violin
Concerto, and most of the other orchestral works by which he is well known. His
only important orchestral works before the Spring Song were the tone poem En
Saga, the Karelia suite, and the huge symphonic poem Kullervo for vocal solo-
ists, chorus and orchestra. However, as those who are familiar with these works
are well aware, Sibelius was already a master of orchestral writing, and there is
nothing immature about any of them.

In its original version, the Spring Song was called Improvisation for Or-
chestra and was first performed on June 21 1894 in Vaasa, conducted by the
composer. Sibelius revised it the following year and retititled it Spring Song
(Varsang in the original Swedish; Swedish was Sibelius’ mother tongue, and
his name is Swedish, not Finnish), with the subtitle (in French) “The Sadness of
Spring.” Sibelius’ biographer Erik Tawaststjerna writes that the work “contains
little that is genuinely Finnish, but leans on the wider Scandinavian tradition of
Grieg, Svendsen and Sinding.” Nonetheless, it quickly became popular, and was
performed regularly in Helsinki for several years following its premiere.

Sibelius:
Finlandia, op.26

Few works in the orchestral repertory have had the political impact of Si-
belius’ Finlandia. In 1809, the rule of Finland passed from Sweden to Russia.
Throughout the nineteenth century, under Tsars Alexander I and II, the Finns
were allowed an extraordinary amount of self-government. But upon his acces-
sion to the throne in 1894, Nicholas II began imposing highly repressive mea-
sures, attempting to Russianize Finland completely. Feelings of patriotism ran
high, and resistance was offered on many fronts.
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In early November of 1899, an event known as the Press Pension Celebra-
tion was held in Helsinki. In theory this was intended to raise money for the pen-
sion fund for newspapermen, but in fact it was a show of support and solidarity
for a profession that was fighting for its freedom in the face of Russian oppression.
The “Celebration” ran for three days (November 3-5) and included a fund-raising
gala on the 4th at the Swedish Theater. The featured attraction of the evening was
a series of six Historical Tableaux with staging by Kaarlo Bergbom, spoken texts by
Eino Leino and Jalmari Finne, and music by Sibelius entitled collectively Music for
a Press Ceremony. Sibelius later published three of the Tableaux as Scenes histo-
riques, Op. 25. The grand finale, originally called Finland Awakes, was eventually
renamed Finlandia and published as such, first in a piano arrangement in 1900,
and as an orchestral work with a new ending the following year. The new title was
a suggestion from the musical dilettante Axel Carpelan.

This glowing, inspiring expression of love for one’ s homeland is as bold
and rugged as the country it mirrors. Critic Olin Downes reported that Finlandia
“was said to have done more than a thousand speeches and pamphlets to pro-
mote Finnish independence.” Sibelius left no descriptive program for Finlandia,
but many listeners hear in the menacing brass chords that open the work the
oppression of a foreign power (Russia), followed by a prayerful response in the
woodwinds and strings. The energetic Allegro section, introduced by blazing
fanfares in the horns, might well be a depiction of the struggle for independence,
while the noble theme for woodwind choir suggests an earnest hymn of faith.
Though many people assumed Sibelius had incorporated folk songs into Finland-
ia, he insisted that the melodic material was entirely his own.

For obvious reasons, Finlandia quickly became popular, and was soon
banned because of the intense patriotic fervor it aroused. Its name was changed
temporarily to Vaterland for Germany, La Patrie for France, and Impromptu
(after the ban was lifted) for Finland and Russia.

Shostakovich:
Symphony No.7 in C major, op.60, "Leningrad"

I Allegretto

I Moderato (poco allegretto)
Il Adagio

IV Allegro non troppo

Dmitri Shostakovich: Born in St. Petersburg, September 25, 1906; died in Moscow,
August 9, 1975
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On June 22, 1941, Hitler’s army crossed the Russian border and headed for
Leningrad, determined to bring the city to its knees. Evacuation was carried out
on a massive scale, while those who remained were put to work fortifying the
city. Dmitri Shostakovich, at the age of 34 and already among Russia’s most fa-
mous composers, was one of those who chose to stay. Having been turned down
for requests to be sent to the front and to work in the civilian guard, he finally
landed a position in the fire fighting regiment. The Germans reached Leningrad
in early September. Bombs and shells fell on civilians and military targets alike,
and the city settled in for a siege of nearly 900 days. By October conditions were
so bad that the composer had no choice but to leave. He retreated to Kuibyshev,
where the symphony was completed in December.

Against such a dramatic, traumatic background, the music Shostakovich
wrote at this time was inevitably closely linked to live events. He dedicated the
symphony to his native city, but the music spoke to Russians everywhere — in-
deed, to the entire Allied world in its struggle against and defiance of the German
onslaught. The composer had wanted the world premiere to go to the Leningrad
Philharmonic, but wartime conditions ruled out that possibility unequivocally.
The premiere went instead to the Bolshoi Theater Orchestra of Moscow, which
was also in Kuibyshev at the time, on March 5, 1942 with Samuil Samosud con-
ducting. A performance in Moscow was given later in the month.

Rarely in the history of music has a classical composition, especially a
large-scale symphony, been used as an instrument of propaganda to the ex-
tent Shostakovich’s Seventh has. With wartime emotions at feverish pitch, the
symphony became an instantaneous symbol of courage, defiance, heroism and
projected victory. People rallied to the symphony much in the manner that they
rallied around their flags. At the first Moscow performance the audience even
ignored an air raid siren while they cheered the music to the rafters in a twenty-
minute ovation.

Today, more than three quarters of a century after its premiere, the sym-
phony has lost most of its appeal as a propaganda tool, particularly its potential
to stir the spirits of men at war. But in a larger context, Shostakovich was dealing
with humanitarian values and feelings beyond those of a single wartime struggle.
“I did not intend to describe war in a naturalistic manner,” he wrote. “I was trying
to present the spirit and essence of those harsh events. ... I was guided by a great
love for the man in the street ... love for people who have become the bulwark of
culture, civilization and life.”

The symphony opens with a grand, broadly-spaced theme in C major ex-
pressing great confidence and purpose. The second theme is a lyrical, relaxed,
rather nostalgic idea sung by violins against an undulating background of strings.
So far the movement is unfolding in the standard procedure of a classical sonata-
allegro design, with two themes of contrasting character and tonality. But instead
of developing these themes, as would be customary, Shostakovich introduces
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a new, march-like tune that will be played twelve times in succession over a
rhythmic accompaniment in the snare drum. It all begins innocently enough,
with the tune assuming a jaunty, happy-go-lucky air in its first few presentations,
but growing slowly, inexorably, to its ultimate, terrifying expression of a monster
out of control, consuming all in its path. Though Shostakovich denied that this
passage had any specific programmatic reference, it is sorely tempting to see in
this musical juggernaut the image of German hordes advancing on Leningrad,
growing from an ill-defined speck in the distance to a gigantic, malevolent force
towering over the besieged city. Obviously though, the music can be interpreted
in musical terms as the growth of any kind of force or presence. At the height of
the relentless musical onslaught, the symphony’s grand opening theme, now in
C minor, bursts into the pandemonium in a heroic gesture of deflance, signaling
structurally the beginning of the recapitulation and symbolically the rout of the
enemy.

Following the emotional trauma of the twenty-five-minute opening move-
ment, relief comes in the form of a relatively relaxed and gentle second move-
ment. The opening theme has a dancelike quality, the second a soulful, folksy
character. The latter is heard initially in the oboe, later in the English horn, and
towards the end of the movement in one of the longest solos ever written for bass
clarinet. The central, scherzo-like section is more assertive, perhaps as a reminder
of the reality of wartime conditions.

The third movement moves through a wide range of emotions, beginning
with an unsettling progression of dissonant chords for winds in alternation with
a declamatory statement from the unison violins. The solo flute, joined eventu-
ally by a second in duet, weaves a lonely course in a varied version of the violin
statement. The heavy brass and drums join in for the dramatic, turbulent central
passage full of syncopated rhythms and jagged melodic lines. The symphony’s
most beautiful moment occurs near the end of this movement in a song of con-
soling tenderness sung by the violas.

The finale returns to the restless agitation of a wartime mentality, but even-
tually resolves into a proclamation of heroic strength and ultimate victory.

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