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Daniele Rustioni was born in Milano in 1983. He is Principal Conductor of Opéra National
de Lyon and Orchestra della Toscana, and Chief Conductor of Ulster Orchestra. Rustioni has
appeared at opera houses including Bayerische Staatsoper, Teatro alla Scala, Teatro Regio
Torino, Teatro La Fenice, Royal Opera House (London), Opernhaus Zurich, Oper Stuttgart,
Opéra Bastille, Metropolitan Opera, and Teatro Real (Madrid). He has performed with orches-
tras such as all major Italian symphony orchestras, London Philharmonic, Hallé Orchestra, and
Danish National Symphony. Rustioni conducted Madama Butterfly and Tosca at Tokyo Nikikai
Opera Theatre in Japan.
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Sun. 12 July 2020, 14:00 at Suntory Hall

158 @ 9 _IT—LJUAT«4F— Daniele RUSTIONI, Conductor

[N—h— T4 250 5% - EELEY -]
TJTILT « B [VFUT7EDYXDH] FRil 69

Verdi: Overture to "Les Vépres Siciliennes'

N—h—TJ 1  TEMEIE —K5H op36 62
Beethoven: Symphony No.2 in D major, op.36

[ Adagio molto - Allegro con brio
I Larghetto

I Scherzo. Allegro

IV Allegro molto

A& / Intermission (20 %)

DR RZEEF (O—DER) 259

Respighi: Feste Romane

[ Circenses FILFIER
I Il Giubileo 50 58
I L Ottobrata 10 B&
IV La Befana FIER
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Program notes by Robert Markow

Verdi:
Overture to "Les Vépres Siciliennes”

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

Les Vépres siciliennes (I vespri siciliani in its later Italian version), Verdi’s
nineteenth opera, was commissioned for the Paris Exhibition of 1855. It was his
first work to a French libretto and his first new work premiered at the Paris Opéra
on June 13, 1855. (Jérusalem was merely an adaptation of I Lombardi.) But its
theme of popular uprising and revolt against tyranny was already a familiar one
in the Verdi canon. The story revolves around a specific historical event, the mas-
sacre that occurred in Palermo, Sicily on Easter Monday, 1282.

The opera was initially an enormous success, despite Verdi’s serious
qualms over Scribe’s libretto, and it was given fifty performances in its first year
at the Paris Opéra. Les Vépres siciliennes was produced in Italy under various
titles for censorship reasons, but once Italy achieved independence from Austria,
the opera acquired the title by which it is best known today, I vespri siciliani.

I vespri siciliani may rank as one of Verdi’s lesser-known operas, but its
overture is a fine work in and of itself. Many consider it one of Verdi’s best, a
grand, ten-minute work filled with melodic material alternately fiery and lyrical,
beginning with the massacre music that immediately follows the slow introduc-
tion.

Beethoven:
Symphony No.2 in D major, op.36

I Adagio molto - Allegro con brio
I Larghetto

I Scherzo. Allegro

IV Allegro molto

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

Beethoven wrote this rambunctious, joyful, extroverted symphony during
one of the most emotionally troubled periods in his life. He had begun sketches
for it in 1801, but most of the work was done in 1802, particularly during the
summer and early fall. For most concertgoers, Beethoven’s Second Symphony
is probably the least familiar of the composer’s nine works in this genre. Yet in
performance, one is invariably left surprised, thrilled and amazed at what a truly
unusual work it is. If the Second is somewhat eclipsed by some of Beethoven’s
later, even mightier works, it nevertheless makes a compelling case for itself as a
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masterpiece in its own right.

Just consider some of the special qualities of this symphony: It crashes in
with an immensely powerful outburst from the full orchestra, only to dissolve into
gracious lyricism sung by the woodwind choir. An opening so startling can only
herald a work of vast scope and grandeur, and indeed, this symphony turned
out to be the longest written to date (a record Beethoven himself promptly broke
again with his next symphony).

The first movement is, at about thirteen minutes, the longest single move-
ment written up to that time; the slow introduction alone lasts longer than some
entire movements by Mozart. One can perhaps sympathize with an early critic
who proclaimed the symphony to be “a crass monster, a hideously writhing,
wounded dragon that refuses to expire and though bleeding in the finale, furi-
ously beats about with its tail erect.” And as if all that weren’t enough for the first
audience ever to hear this symphony, the program also included the premieres of
the Third Piano Concerto and the oratorio Christ on the Mount of Olives. The
First Symphony was also thrown in for good measure.

Then there is all that rough humor, especially in the final two movements.
Humor in music was nothing new, of course, but Beethoven’s brand of it —
something robust, hearty, even rough and coarse at times, rather than merely
gently playful — definitely marked him as a musical maverick. Dramatic surpris-
es and absurd incongruities abound. In the Scherzo, for instance (incidentally, the
first appearance of this title in any symphony), note the asymmetrical arrange-
ment of loud and soft presentations of the three-note motif (“ha-ha-ha”) as it is
tossed about the orchestra, sometimes in shouts, sometimes in whispers — an
unsettling effect. Or what about that bizarre “hiccup” that opens the finale and
becomes almost something of an obsession throughout the movement?

The orchestral forces required for the Second Symphony do not exceed
those for the First (pairs of flutes, oboes, clarinets, bassoons, horns, trumpets, tim-
pani, plus the usual strings). But the resulting sonority is noticeably fuller, richer,
more powerful. The Second’s emotional horizons are broader, its breadth grand-
er, its energy boundless. If Beethoven’s First Symphony ushered in a new century,
(first performed April 2, 1800), then the Second (first performed exactly three
years later - April 5, 1803, in Vienna) paved the way for a whole new world for
the symphony, a world that in many ways today still looks back to Beethoven for
its symphonic models.

Respighi:
Feste Romane (The Roman Festivals)

I Circenses The Circus Maximus
I 11 Giubileo The Jubilee

I L’Ottobrata The October Festival
IV La Befana The Epiphany
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Ottorino Respighi: Born in Bologna, July 9, 1879; died in Rome, April 18, 1936

Respighi’s reputation today rests first and foremost on his trilogy of sym-
phonic evocations of Rome: The Fountains of Rome (1916), The Pines of Rome
(1924), and The Roman Festivals (1928). Rome, the “Eternal City,” was a “natu-
ral” for a musician of Respighi’s antiquarian inclinations — a city steeped in his-
tory, studded with monuments and statues, rich in art and architecture. Unlike the
Pines and Fountains, which are symphonic impressions of historic sites, Feste
Romane portrays events, and, hence, is more “action”-oriented. Feste Romane
outstrips Pines and Fountains by a large margin in terms of dazzling effects and
torrents of riotous noise. The already large orchestra is further augmented by a
huge percussion section and several instruments not normally found in a sym-
phony orchestra: mandolin, organ, and piano (four hands). In addition, the first
festival portrayed, the Circus Maximus, requires three buccine, a kind of ancient
Roman bugle. (Obviously, an alternative must be found today!)

Arturo Toscanini, a friend of the composer and champion of his music,
conducted the New York Philharmonic in the first performance of Feste Romane
on February 21, 1929. In the score, published by Ricordi, Respighi inscribed a
description of the sights and sounds depicted by the music. These descriptions,
freely adapted and expanded, run as follows:

I. Circenses (Circus Maximus) — A threatening sky hangs over the Circus
Maximus, but the crowd is in a festive mood — it is their holiday. “Hail Nero!,”
they shout. The sounds of snapping jaws from wild beasts rend the air; iron doors
swing open and the air is filled with a mix of religious chanting from condemned
martyrs and the howls of animals. The chanting of the martyrs rises to a peak
of intensity, then becomes lost in the tumult of the frenzied crowd and ferocious
sounds of the beasts.

II. The Jubilee — On the highway, weary pilgrims make their way toward
Rome, their shuffling tread reflected in the violins. Solo clarinet and bassoon in-
tone the pilgrims’ prayer, an old German Easter hymn which goes back to the
twelfth century. When they finally reach Rome, a hymn of praise bursts forth, an-
swered by a symphony of the city’s church bells.

III. The October Festival — Sounds of the hunt, the tinkling of bells and
ardent songs of love and merrymaking fill the air; castle walls are decorated with
vines. Echoes of the hunt recede into the distance. In the quiet of the evening, in
a remote byway far from the crowds, a lover serenades his girl to the strain of the
mandolin. The image fades; misty twilight envelopes the scene.

IV. The Epiphany — The night before Epiphany in the Piazza Navona. A
characteristic thythm of trumpets dominates the frantic clamor. From time to time
above the swelling noise can be heard rustic motives, saltarello cadenzas, the
strains of a barrel-organ, the cry of a street vendor, the harsh song of the drunk
and the lively call in which is expressed the proud sentiment, “We are Romans!
Let us pass!”

For a profile of Robert Markow, see page 35.
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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 '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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Mon. 20 July 2020, 19:00 at Tokyo Bunka Kaikan

1512 @ KEFF1L kazushi ONO. Conductor
ZIRiR @ ANMEFSELES Hidejiro HONJOH, Shamisen *
VY- — @ KEREDL Tatsuya YABE, Concertmaster

F—I 1 AT S5A R (Time Flies) (2020) (23%)
[, BBC ¥4 3. NDR IV T4V HEBERIER, HFRYIE]

Turnage: Time Flies (2020)
[Co-commissioned by TMSO, BBC Radio3 and NDR Elbphil. World Premiere]

I London Time OvRY - 9A L
I Hamburg Time N\YZIWT 94 L
I Tokyo Time bOFaD - IA L

A A SRR @&3%hR 2018,,2019) [BAYLE] * 24%)

Dai Fujikura: Shamisen Concerto (Orchestra version 2018/2019) [Japan Premiere]*

A& / Intermission (20 %)
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[ Fanfare. Allegretto 77—/ TLTLvk

I The Castle. Andante W/ 7T T

I The Queen's Monastery. Moderato FioDEER,/ ETS—hH
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Hidejiro HONJOH

Shamisen
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Hidejiro Honjoh studied both classical and contemporary style of shamisen under the tute-
lage of world-renowned shamisen performer and pioneer, Hidetaro Honjoh. He graduated
from Toho Gakuen College of Drama and Music. He studied with Katsuyoshiju Kineya. Hidejiro
was featured at London’s Wigmore Hall in 2019 as the first shamisen player to perform there.
He was recently featured in an album of Ryuichi Sakamoto and Dai Fujikura. Hidejiro has per-
fomed with orchestras and ensembles including Tokyo City Philharmonic, Japan Philharmonic,
Orcherstra Ensemble Kanazawa, Kristiansand Symphony, ENSEMBLE NOMAD, Ensemble In-
tercontemporain Soloistes, Ensemble Modern, and International Contemporary Ensemble.
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Turnage:

Time Flies (2020)
[Co-commissioned by TMSO, BBC Radio3 and NDR Elbphil. World Premiere]

I London Time
I Hamburg Time
I Tokyo Time

2020 marks the sixtieth birthday of Mark-Anthony Turnage and sees a host
of new commissions and premieres for this celebration year. These include Black
Milk for jazz singer and chamber ensemble, the song cycle Owl Songs (in tribute
to his teacher, Oliver Knussen), the new horn concerto Towards Alba — and
the piece that we hear tonight. Time Flies, a joint commission from the Tokyo
Metropolitan Symphony Orchestra, BBC Radio 3 and the NDR Elbphilharmonie
Orchestra — so we travel across the globe in our three movements, from Lon-
don to Hamburg, and finally to Tokyo, each in their own ‘Time’.

Whilst Turnage has written frequently for the BBC in his home country,
this is his second work for the TMSO, following the choral work Hibiki in 2016.
Like this earlier piece, Time Flies requires substantial orchestral forces, with ad-
ditional wind and brass players, 6 percussionists, and a solo soprano saxophone
— the saxophone family being among Turnage’s favourite instrumental groups,
for which he’s written a number of solo and larger-scale works.

We begin in the British capital with ‘London Time’, an energetic movement
driven by a short, syncopated central idea which is passed around the orchestra
in canon — that is, it is picked up, repeated and layered between players, at
different times and on different starting notes. This jaunty theme, tumbling up
and down thirds, seems redolent of English church bells — though shifting time
signatures, in combination with the percussionists emphasising irregular offbeats,
dispel a straightforward sense of pulse.

Later in the movement, aspects of the theme are fragmented and shared
between players, producing luminous harmonies between lines which are, if
not straightforwardly tonal, gravitationally centred around certain notes. ‘I can
always tell if I end up writing more tonally,” Turnage admits, ‘because of the
harp part’ — the less chromatic and harmonically unstable the music, the less
frequently the composer has to instruct the harpist to reset their pedals between
phrases. The central section of ‘London Time’ settles into a slower tempo and
calmer waters, strings swaying beneath the solo soprano saxophone. We return
to this tempo again at the very end of the movement, now fortissimo, and end on
the crest of this huge orchestral wave with decisive strikes from the percussion.

‘Hamburg Time’ is a broad, chordal movement — although there are still
elements of the circling, layered fragment approach of its predecessor — and
the widely-spaced harmonies variously suggest Copland and Messiaen, jazz and
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blues. But whilst we may be moving more slowly, the whole orchestra is involved
in proceedings.

The movement begins strongly, the soprano saxophone playing fortissimo
over loud brass and low winds; vibraphone and celesta arrive to bring new colour
into the mix. The repeated fragments, trickled through sections of the orchestra,
are marked with frequent dynamic swells and surge upwards only to drop away
again. As the music unfolds, rocking strings and gently cascading winds, harp
and vibraphone accompany the flutes and soprano saxophone. By the end of the
movement, solo winds play brief melodic fragments until they too drift away, the
music left hanging quietly on a bare open fifth.

We arrive in ‘Tokyo Time’ to a swirl of on- and off-beat chords, and
jaunty, jazzy melodies in the saxophone, piano and winds. The orchestra is re-
configured as a giant jazz band: low winds and pizzicato cellos and basses in the
place of a single plucked bass instrument, horns providing sustained four-part
chords, and the percussionists stepping in and out with cymbal and bass drum
off-beats (not to mention maracas and a cowbell later on). This movement is full
of crunchy chords and angular melodic lines, full of energy and bite — though
there are plenty of sections in which large parts of the orchestra fall away to al-
low wind-dominated textures, sudden moments of prominent vibraphone, or a
spotlight on the sizeable brass section. Short phrases are thrown between players
in brief canons, ricocheting across the orchestra.

In a particularly striking moment towards the end of the piece, we are left
with the lowest instruments only: bass clarinet and bassoons, a melody in the
trombones, and jangling harp chords at the very bottom of its range. But the par-

Mark-Anthony Turnage

A composer of international stature, Mark-Anthony Turnage is indisputably
among the most significant creative figures to have emerged in British music of the
last three decades. His first opera, Greek (1988-89), established Turnage's
reputation as an artist who dared to forge his own path between modernism and
tradition by means of a unique blend of jazz and classical styles. And his
subsequent operas [Twice Through the Heart (1994-96), The Silver Tassie (1997-
99), Anna Nicole (2008-10), and Coraline (2015-17)] also won a great acclaim.

Turnage has been actively engaged in a wide range
of musical composition, including orchestral, chamber,
ensemble, instrumental, vocal, and choral music. His
orchestral (and chorus) masterpieces are Three Screaming
Popes (1988-89), Momentum (1990-91), Drowned Out
(1992-93), Speranza (2011-12), Frieze (2012),
Passchendaele (2013), Remembering (2014-15), and Hibiki
(2014, commemorating 30th anniversary of Suntory Hall
and East Japan Earthquake), among others.

Turnage is Research Fellow in Composition at
Royal College of Music. He was awarded a CBE in the
2015 Queen's Birthday honours.

©Philip Gatward |
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ty concludes with almost everyone present, the energy and dynamic growing to a
series of punchy final chords.
(Katy Hamilton)
Composed: 2020
Premiere: July 20, 2020, at Tokyo Bunka Kaikan
Tokyo Metropolitan Symphony Orchestra
Conductor: Kazuhi Ono

Dai Fujikura:
Shamisen Concerto (Orchestra version 2018/2019)

The Shamisen Concerto was privately co-commissioned by shamisen player
Hidejiro Honjoh and our friend Ayako Hasegawa. This concerto is based on my
earlier piece “Neo” for solo shamisen which was also written for Hidejiro.

I didn't grow up listening to, or really knowing much about Japanese tradi-
tional instruments. Therefore when writing for the shamisen which is a very tradi-
tional Japanese instrument, I had to start by researching the instrument. In order
to write “Neo” I did many long video chat sessions with Hidejiro. Also to help me
write this concerto, Hidejiro sent a real instrument to my home in London along
with the book “Shamisen for Beginners” which was written by his master, Hideta-
ro Honjoh. I always thought of the shamisen like an electric guitar in a rock band.
Traditionally you add distortion to the sound, which is the opposite of traditional
western instrumental approach. This naturally fascinated me.

When creating a concerto from a piece that already exists as a solo work, [
always think about how I can expand and enhance the material of the solo part,

Dai Fujikura

Born in 1977 in Osaka Japan, Dai was fifteen when he moved to UK. The
recipient of many composition prizes, he has received numerous international
co-commissions from Salzburg Festival, Lucerne Festival, BBC Proms, Bamberg
Symphony, Chicago Symphony, Simén Bolivar Symphony and more. Dai's first
opera Solaris, co-commissioned by Théatre des Champs-Elysées, Opéra de
Lausanne and Opéra de Lille, had its world premiere in
Paris in 2015.

In 2017, Dai received the Silver Lion Award from
Venice Biennale. In the same year, he was named Artistic
Director of Tokyo Metropolitan Theatre's Born Creative
Festival. In 2020, his 4th piano concerto Akiko's Piano is to
be premiered by Martha Argerich and Dai is currently
composing his 3rd opera, which will be revealed to the
public in the same year.

His works are recorded by and released mainly on
his own label Minabel Records in collaboration with Sony
A I Music and his compositions are published by Ricordi Berlin.
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how I can make the soloist shine by creating a world in which the solo instrument
lives and is the center of attention (being a composer is very much like being a
wedding planner, perhaps).

All the attacks and riffs of the distorted sound of the shamisen would be
echoed and expanded in the sharp attacks in the orchestra, and the accompa-
nying material in the orchestra goes on to inspire new material in the solo part
which isn’t in “Neo”. Those chemical reactions which I observe everyday on the
score are happening perpetually, until the composition tells me “now we finish.”
That’s the time we wrap up the piece.

(Dai Fujikura [edited by Alison Phillips])

Composed: 2018-19
Premiere: (Ensemble version)
August 3, 2019, Mostly Mozart Festival, New York, USA
International Contemporary Ensemble
Conductor: Vimbayi Kaziboni
Shamisen: Hidejiro Honjoh

(Orchestra version)

September 7, 2019, Punkt Festival, Norway
Kristiansand Symphony Orchestra
Conductor: Christoffer Nobin

Shamisen: Hidejiro Honjoh

Janacek:
Sinfonietta
I Fanfare Allegretto
II The Castle Andante
I The Queen's Monastery Moderato
IV The Street Leading to the Castle Allegretto
V The Town Hall Andante con moto

Leo§ Janacek: Born in Hukvaldy, Moravia (today in the Czech Republic), July 3,
1854; died in Ostrava, Moravia, August 12, 1928

The music of Leo$ Jandacek is steeped in the folk music idioms and speech
patterns of his Moravian homeland, located in the north central region of what
was formerly Czechoslovakia (today the Czech Republic). His melodic material
follows closely the inflections, cadences and rhythms of the Czech language,
which he developed into a uniquely expressive style. Jand¢ek was a late bloomer.
Not until he was past forty did his originality assert itself, and he did not become
an international figure until he was over sixty. He wrote the Sinfonietta, one of
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his most successful and often-played works, in early 1926 at the advanced age of
71, yet it is infused with all the fire and spirit of youth. The first performance was
given on June 26, 1926 in Prague by the Czech Philharmonic, conducted by Va-
clav Talich.

The initial impulse to write the 25-minute Sinfonietta came from a park
band concert Janacek had attended, where the ideas formed for the strong mili-
tary flavor of much of the Sinfonietta. (Indeed, the original title was Military Sin-
fonietta.) Except for the third movement, the music unfolds more through the jux-
taposition of short, contrasting thematic units and frequent changes of tempo than
by symphonic development; hence the title Sinfonietta rather than Symphony.

The brief opening movement is scored only for brass and timpani. A pair
of tenor tubas sets up a gently rocking ostinato pattern punctuated regularly by
a pair of bass trumpets (Jandcek’s Sinfonietta is the only work in the standard
symphonic repertory to employ two of this rarely used instrument) and timpani.
The tenor tubas then settle into a sort of drone over which the main thrust of the
movement is proclaimed by nine(!) trumpets pitched in C.

The second movement consists of several thematic ideas — some dance-
like, some lyrical — unified by an almost constant whirring figure heard initially
by the clarinets in the opening bars.

A gentle wistfulness hangs over the first part of the third movement. Trom-
bones and bass tuba initiate the contrasting idea, which grows to music of tragic
grandeur. Flutes and piccolo intermittently contribute flourishes. When the Sin-
fonietta was being rehearsed for its world premiere, the principal flutist of the
Czech Philharmonic told the composer that the most spectacular of these flour-
ishes were impossible to play. Jandcek replied, “Play what you like, but it must
sound like the wind.” Near the end both main ideas are combined.

The next movement — all three minutes of it — consists exclusively of a
simple little ditty played first by trumpets, then in turn by nearly every section of
the orchestra in turn, each time slightly differently.

The final movement opens with a melancholic theme played by a trio of
flutes. Excitement slowly builds to the moment when the Sinfonietta’s opening
brass music returns, now supported by the full orchestra in a monumental blaze
of sound.

(Robert Markow)

Katy Hamilton is a freelance researcher, writer and presenter on music. She is
fast becoming one of the UK’s most sought-after speakers on music, providing
talks for a host of organisations including the Wigmore Hall, Southbank Centre,
BBC Proms, Ryedale Festival and Oxford Lieder Festival. In addition, she regular-
ly writes programme notes for the Salzburg Festival, North Norfolk Festival and
Naxos music, and is a frequent contributor to BBC Radio 3’s Record Review.

For a profile of Robert Markow, see page 35.
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Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR Elbphilhar-
monie Orchester, Conductor Laureate of Royal Stockholm Philharmonic, and Director of Con-
ducting and Orchestral Studies at Juilliard School. He will be inaugurated as Music Director
of Royal Swedish Opera in 2021. Gilbert was Music Director of New York Philharmonic be-
tween 2009 and 2017. He makes regular guest appearances with orchestras including Ber-
liner Philharmoniker, Royal Concertgebouw Orchestra, Sachsische Staatskapelle Dresden, Ge-
wandhausorchester Leipzig, Orchestre de Paris, Cleveland Orchestra, Boston Symphony, and
Philadelphia Orchestra. He has appeared at Metropolitan Opera, LA Opera, Teatro alla Scala,
Semperoper, and Oper Zirich, among others.
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Mozart: Symphony No.39 in E-flat major, K.543

[ Adagio - Allegro

I Andante con moto
I Menuetto. Allegretto
IV Allegro
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Mozart: Symphony No.40 in G minor, K.550

I Molto Allegro
I Andante
I Menuetto. Allegretto

IV Allegro assai
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Mozart: Symphony No.41 in C major, K.551, "Jupiter”

I Allegro vivace
I Andante cantabile
I Menuetto, Allegretto

IV Molto Allegro
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Program notes by Robert Markow

Wolfgang Amadeus Mozart: Bomn in Salzburg, january 27, 1756; died in Vienna,
December 5, 1791

During the incredibly brief period of less than two months in the summer
of 1788, Mozart turned out his last three symphonies: No. 39 in E-flat, No. 40
in G minor, and No. 41 in C (Jupiter). Equally incredible is the fact that these
works — all monuments of the genre — were written for no apparent immedi-
ate purpose, and that Mozart quite possibly never heard any of them played. Yet
all have remained audience favorites for well over two hundred years — two
joyous, life-affirming works (Nos. 39 and 41) framing a dark, deeply serious sym-
phony that looks forward to the romantic era. Each of these is often performed in
concerts as a single work before or after intermission.

In recent years, however, a number of famous conductors have taken to
offering them as a grand trilogy, either in live performances, on disc, or both.
These include Nikolaus Harnoncourt, Jordi Savall, Hartmut Haenchen, Phillippe
Herreweghe, Simon Rattle, and Richard Tognetti. Alan Gilbert too belongs in this
distinguished company. He conducted the New York Philharmonic in these three
symphonies back in 2013, and now leads the TMSO in the same program.

Mozart:
Symphony No.39 in E-flat major, K.543

I Adagio - Allegro I Andante con moto I Menuetto. Allegretto IV Allegro

The Mozart scholar Eric Blom called the Symphony in E-flat “the most
limpid and lyrical music in existence.” The French writer George de Saint-Foix
described it as “an immense portico through which the composer reveals to us
all the warm and poetic beauty thronging through his mind.” These qualities are
in large part attributable to the special woodwind coloration in this work. Mo-
zart dispenses with oboes; in their place he prominently employs two clarinets,
instruments still not in general use at the time. A flute and two bassoons are also
included. Thus, a softer, more diffuse tone color is achieved.

The symphony opens with a lengthy, imposing slow introduction strongly
reminiscent of the Baroque French overture with its dotted rhythm (long-short-
long-short), scales, full orchestral chords, grinding dissonances and sharp con-
trasts of loud and soft. All this serves as a perfect foil for the gentle, lyrical first
theme of the Allegro that follows, a theme that slips in so gently and unassum-
ingly that one is apt to miss it entirely. Note the finesse with which Mozart sub-
divides this theme into little three- and four-note segments for violins, horns and
various woodwinds in turn — each color coming momentarily to the fore and
contributing to, but never interrupting, the smoothly unfolding melody. Through-
out the movement passages of elegant simplicity and refined beauty alternate
with music of martial exuberance.

The Andante is in simple binary form, and again, like the first movement,
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is replete with startling contrasts. It opens with a melody of embracing warmth
and beauty, then plunges unexpectedly into a defiant and dramatic episode in F
minor. A lyrical third idea exploits the colors of the three woodwind instruments:
bassoon, clarinet, and flute.

The robust Minuet frames a delightful Trio with its famous clarinet duet: one
instrument plays a lyrical melody while the other accompanies in the low register.

The monothematic finale employs a sprightly motif for its solo thematic
material, the second “theme” being in reality only a variant of the first.

Mozart:
Symphony No.40 in G minor, K.550

I Molto Allegro I Andante II Menuetto. Allegretto IV Allegro assai

Symphony No. 40 was a harbinger of what was to follow in Beethoven and
the symphonies of the nineteenth century, what we call the “Romantic” period
of music history. The high level of dissonance in this symphony, the pronounced
use of counterpoint (two or more musical lines played simultaneously), the an-
gular shape of some of the melodies, the highly personalized visions in which the
composer “bares his soul,” the persistence of the minor tonality, and the sheer
intensity of emotional outpouring all point to music of the Romantic period. The
fact that it was created near the end of a tragically short life beset with endless
harassments and tribulations has further fueled the romantic attachment to this
superb masterpiece.

Of the creation of the G-minor symphony we know nothing aside from the
fact that it was composed, along with Symphonies Nos. 39 and 41, during the
summer of 1788. Composers in this age composed only to order. Without a per-
formance in sight, music simply wasn’t written. Nevertheless, scholars today feel
fairly certain that Symphony No. 40 was in fact played at least once, at a concert
on April 16, 1791.

One of the reasons we suspect this symphony was played before Mozart
died is that the composer revised the score by adding a pair of clarinets and re-
writing the oboe parts. It is not only the special color of the clarinet that is fea-
tured in the G-minor Symphony; all the winds have important parts to play —
commenting on, imitating and answering the strings, sharing in the main melodic
material as well.

The opening theme begins with the interval of the falling minor second, the
same interval that initiates the second theme. In the development section Mozart
puts this material, often in fragments, through a galaxy of harmonic and chromat-
ic adventures that must have been jarring in the extreme to early listeners, and to
a large extent still are today.

Violas launch the slow movement with an even rhythmic pulse imitated by
the other string sections. A wistful theme in the violins serves as a second subject,
but it is the rhythmic patterns — the even, repeated notes of the opening and
the quick, two-note fillips that pervade the movement — that provide most of
the interest in the development section.
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The Minuet is rugged, powerful, even aggressive, and far removed from the
courtly, stylish ballrooms of Mozart’s age, while the quiet, gracious Trio section
offers an oasis of repose.

In the finale we find some of the fiercest, most fiery writing Mozart ever
composed, its drama deriving from the endlessly fascinating ways in which me-
lodic fragments are tossed about, from how the music ventures through remote
harmonic regions with almost reckless abandon, and from the constant sharp
contrasts of loud and soft, of full and sparse instrumentation, of stable and un-
stable harmony.

Mozart:
Symphony No.41 in C major, K.551, "Jupiter”

I Allegro vivace II Andante cantabile Il Menuetto. Allegretto IV Molto Allegro

Mozart’s valedictory effort as a symphonist represents the supreme heights
of symphonic craftsmanship welded to artistic inspiration. Mozart did not assign
the nickname “Jupiter” (it came years after his death from the impresario Salo-
mon, Haydn’s London sponsor), but it seems absolutely appropriate for music
that evokes images of Olympian pomp, nobility, grandeur and perfect mastery of
construction. Klaus G. Roy sees in this music a “classic divinity -~ Nowhere else
in his entire output does Mozart convey so directly the atmosphere of mastery,
imperiousness, even omnipotence. -+ It was, in this medium, the final thunderbolt
of the chief of the musical gods.”

The first movement contains three distinct themes, each a perfectly bal-
anced entity in itself. The first consists of a brusque, imperious call to attention
followed by a graceful, lilting figure. The second consists of ascending and de-
scending scale-like fragments, of strings alone and then combined with wood-
winds. The third has a mischievous, capricious quality to it.

The second movement is profoundly expressive, filled with pensive elo-
quence and restrained elegance. The first theme is one of the longest Mozart ever
wrote. The use of muted violins throughout lends a shadowy, introverted charac-
ter to the music.

The dignified Menuetto, like the first movement, combines contrasts of
loud and soft, graceful and imperious, smoothly lyrical and sharply detached, in
music of exquisitely balanced form.

The finale opens with a four-note motif followed by several additional
themes and motifs. Mozart builds everything into an effortlessly flowing web of
counterpoint all fashioned into a dazzling display of tonal architecture.

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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