Kentaro
KAWASE

Conductor

JIFREXER
51

“

©Yoshinori Kurosawa

1984FRREF N, 2007 FRREXARFERZEERXZRHFHIEEST K (1518)
ZEE, INTTICIEEZL EF—5ICEIS%E, 2006 RREREX IV I —ILEE
) [CBVTEH 21U (BREMD) [CAE, BMDT—T A SNORRICIBEZRZT
%o 2011FICREET 4 VIEEE, 2014FCHR/IT « VEEEES CRE,
FRS TR ) E—Y 7L [T« A00BEl. T)LT« [714—
I REEEE, BEFUVWERZRIT TV, BATEAI - K- TSVREIL
BIREEHE,

RE. BOET «)VIEEESE, MRIIT J)VBEEEE. £ —0 AN - 7UY
YTIER BAREEREES. \EFI1-XAF VT ANSBREBZEEHTLND,
ZERVBANMHEEKRE. 2016FF14QERFHEXTU 7 IVESE, $H260H
HEXBENEEZRE, RABERAFHIEESTKR (518) HEHEE.

Kentaro Kawase was born in 1984 in Tokyo and graduated from Tokyo College of Music in
2007. He received the 2nd prize (the highest place) at Tokyo International Music Competition
for Conducting in 2006. He has conducted operas including Hanjo (Hosokawa), Le nozze di Fi-
garo, and Aida. Currently, Kawase is Resident Conductor of Nagoya Philharmonic, Permanent
Conductor of Kanagawa Philharmonic, Permanent Guest Conductor of Orchestra Ensemble
Kanazawa, and Music Director of Hachioji Youth Orchestra. He is Special Appointed Lecturer
of Tokyo College of Music.
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Beethoven: “Wellingtons Sieg, oder die Schlacht bei Vittoria”, op.91
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Beethoven: Violin Concerto in D major, 0p.61

I Allegro ma non troppo
I Larghetto
I Rondo: Allegro
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Beethoven: Symphony No.8 in F major, 0p.93

I Allegro vivace e con brio
I Allegretto scherzando

I Tempo di Menuetto

IV Allegro vivace
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Acclaimed Berlin-based violinist Mayumi Kanagawa is a recipient of the 4th prize at 2019
International Tchaikovsky Competition and the second & Best Concerto prize at 2018
Concours international Long-Thibaud-Crespin. Mayumi has soloed with many orchestras
including Prague Radio Symphony, Mariinsky Theatre Orchestra, Deutsche
Kammerphilharmonie Bremen, Finnish Radio Symphony, and Belgian National Orchestra. She
studied with Kolja Blacher, Yoshiko Nakura, Masao Kawasaki, and Robert Lipsett. She per-
forms on a Petrus Guarnerius (Mantua, late 17th century) violin, on generous loan from the
Deutscher Musikinstrumentenfonds of the Deutsche Stiftung Musikleben.
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Program notes by Robert Markow

Beethoven:
“Wellingtons Sieg, oder die Schlacht bei Vittoria®, 0p.91
("Wellington’s Victory”, op.91)

I Schlacht Battle
I Sieges-Symphonie Victory Symphony

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

Wellington’s Victory, or The Battle of Vittoria, to give the work its
full title (also known as the Battle Symphony), is a composition more talked
about than actually performed. Its reputation places it several ranks lower
than much of Beethoven’s other music, yet the concert at which it was pre-
miered (Vienna, December 8, 1813) became the singularly most successful
event of its kind in Beethoven’s entire career. His Seventh Symphony, a mas-
terpiece by any standards, was also premiered at that concert, but was rele-
gated to the designation “companion piece” to Wellington’s Victory (irking
Beethoven to no end!). Steiner published Wellington’s Victory in six differ-
ent forms, including for piano solo and for wind band. Most unusually at the
time, all the individual orchestral parts were published as well.

Earlier that year, on June 21 to be exact, an army of English, Spanish
and Portuguese troops led by the Duke of Wellington engaged the French
army in the town of Vitoria in northeastern Spain (Beethoven spelled it with
two “t” s). The French were routed, but four months later the French scored a
victory over Austrian and Bavarian troops in a skirmish in Hanau, just east of
Frankfurt. It was for the benefit of the surviving Austrians and Bavarians
wounded in Hanau that the December 8 concert was organized, but it was
the victory in Spain that was celebrated.

Contributing to the festive, even circusy atmosphere, were two musical
inventions by one Johann Nepomuk Maelzel (remembered today mostly for
another of his inventions, the metronome): the Panharmonicon (a kind of
giant organ that could simulate most instruments of the orchestra), and the
Mechanical Trumpeter. Beethoven first wrote his composition for Maelzel's
Panharonicon, then orchestrated it. In addition to the standard orchestral
forces we find here ratchets, simulated cannon fire, and extra drums. Playing
in the orchestra were such luminaries as violinist Ignaz Schuppanzigh (leader
of the string quartet that premiered several of Beethoven’s works; he played
concertmaster); composer and violinist Louis Spohr, who served as assistant
concertmaster; and guitarist and composer Mauro Giuliani, who played cello.
Antonio Salieri led the percussion and artillery department, which included
composers Giacomo Meyerbeer and Johann Nepomuk Hummel, and the
famous pianist Ignaz Moscheles. The hugely successful concert was given
several times more over the next few weeks.
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Wellington’s Victory opens with military drum and trumpet presenta-
tions by the French, then the English, followed by a battle scene that incorpo-
rates on the English side their song Rule Brittania, and on the French side
the song Malbrouck s’en va-t-en guerre. The latter is heard less and less as
the French loose the fight. Then comes the “Victory Symphony” (Beethoven'’s
term), initiated with brilliant fanfares and followed by presentations of the
English hymn God Save the King.

Years later, Tchaikovsky was to adopt a similar format in his 1812
Overture, in which Russians and French undertake musical combat, with
national hymns representing each side in the military engagement and includ-
ing at the end all manner of additional elements like cannon, muskets, bells,
and sometimes actual fireworks.

Beethoven:
Violin Concerto in D major, op.61

I Allegro ma non troppo
I Larghetto
I Rondo: Allegro

Violin concertos had been written for nearly a century before Beethoven
turned to the genre, but his only contribution to this repertory proved to be a
landmark. Not only was it longer and more complex than any previous work
of its kind, but in symphonic thought and expansiveness it eclipsed all prede-
cessors. It is still considered one of the most exalted of all concertos for any
instrument; its only peer in the pantheon of violin concertos is the Brahms
concerto (also in D major).

Beethoven wrote the concerto in late 1806, the year he worked on or
completed such other masterpieces as the Fourth Symphony, the Fourth
Piano Concerto, the three Rasumovsky Quartets, the first revision of Fidelio
and the 32 Variations in C minor for piano. As was common in that era,
Beethoven wrote for a specific soloist, the virtuoso Franz Clement (1780-
1842). Clement was, by all accounts, one of the most gifted musicians in all
Vienna, with a musical memory that rivaled Mozart’s. His stellar career began
when he was still a child, performing at the Imperial Opera House in Vienna
and under the direction of Haydn in London. In his adult years he became
concertmaster and conductor of the Vienna Opera. Beethoven’s concerto
resulted from a request from Clement for a concerto to play at his benefit
concert scheduled for December 23, 1806 at the Theater an der Wien. The
deeply lyrical quality of this concerto, the finesse of its phrases and its poetry
all reflect the attributes of Clement’s playing, which according to contempo-
rary accounts was marked by perfect intonation, suppleness of bow control,
“gracefulness and tenderness of expression” and “indescribable delicacy,
neatness and elegance.”
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Five soft beats on the timpani usher in the concerto. These even,
repeated notes become one of the movement’s great unifying devices, occur-
ring in many contexts and moods. The inner tension of this movement is
heightened by the contrast of this five-beat throb and the gracious lyricism of
its melodies. The two principal themes are both, as it happens, introduced by
a woodwind group, both are built exclusively on scale patterns of D major,
and both are sublimely lyrical and reposed in spirit.

The soloist finally enters in an entirely original and imaginative way,
with a quasi-cadenza passage that sustains the music in a single harmonic
region (the dominant), as if time had stopped. Eventually the soloist lands on
the principal theme in the uppermost range of the instrument where intona-
tion is most difficult to control. This is but one example of the customized
writing Beethoven conceived for his first soloist, Clement, as well as a further
indication of the leisurely unfolding of the long movement.

The Larghetto is one of Beethoven’s most sublimely beautiful, hymn-
like slow movements. Little “happens” here in the traditional sense; a mood of
deep peace, contemplation and introspection prevails while three themes, all
in G major, weave their way through a series of free-form variations.

A brief cadenza leads directly into the rollicking Finale — a rondo with
a memorable recurring principal theme, numerous horn flourishes suggestive
of the hunt, and many humorous touches.

Beethoven:
Symphony No.8 in F major, op.93

I Allegro vivace e con brio
I Allegretto scherzando

I Tempo di Menuetto

IV Allegro vivace

The first public performance of Beethoven’s Eighth Symphony took
place under the composer’s direction in the Grand Redoutensaal in Vienna on
February 27, 1814 at one of the concerts featuring a repeat performance of
Wellington’s Victory. It met with a cool reception, sandwiched as it was
between the powerful, highly-charged Seventh Symphony and the bombastic
Wellington’s Victory. Nothing could compete with Wellington’s Victory!

The Eighth has earned a reputation as one of Beethoven'’s “lesser” sym-
phonies, not to be compared with such towering masterworks as the Eroica or
the Ninth. Give or take a few minutes, it is also the shortest Beethoven sym-
phony. Yet, in its own ways, the Eighth is as original and interesting a work as
most any other symphony of Beethoven. Consider the generous amount of
humor — surely more here than in any other Beethoven symphony. This
includes the sudden outbursts in 2/4 meter within the 3/4 first movement, the
“tick-tock” effect in the second movement, the rhythmic ambiguity at the

2/11 Special

13



14

beginning of the third movement, the quick “um-pahs” of the timpani in the
finale, and much more — unexpected pauses, unprepared gestures, surprise
intrusions of loud and soft notes, etc. Beethoven himself referred to the sym-
phony as aufgekndpft (unbuttoned).

One should, however, avoid the temptation to read into the work a
reflection of the composer’s personal life at the time of writing, for he was
going through one of the most tortured periods of his existence. A persistent
stomach ailment; the deepest love affair of his life (with Antonie Brentano),
which was doomed, like all the rest, to failure; and his interference in the love
life of his brother Johann all made for anything but the happy, joyous mood
evinced in the Eighth Symphony.

With a burst of energy, the symphony begins immediately with the first
theme — a bright, well-balanced, classical-style theme consisting of “question
and answer” phrases. The second subject is a graceful, lilting melody in the
violins. Further melodic material is heard as a closing theme.

Beethoven omits the usual slow movement, using in its place a rather
animated Allegretto scherzando. Legend has it that this movement was writ-
ten as a humorous tribute to Beethoven’s friend Maelzel, inventor of the met-
ronome and two of the innovative instruments used in Wellington’s Victory.
Scholars are not agreed on the matter, but this detracts not a whit from the
unavoidable feeling that there is some kind of tick-tock mechanism at work.
One is tempted to think back also to Haydn’s Clock Symphony (No. 101)
with its ticking second movement.

For the third movement, Beethoven returned to the eighteenth-century
world of the minuet, but this “minuet” is unusually robust and heavy-footed,
almost like the scherzos found in all his previous symphonies except the First.
A typical Beethovenian joke is seen in the designation of the movement as
Tempo di menuetto — not a real minuet, apparently, just the tempo of a min-
uet! The central section is a gracious and elegant Trio for two horns and clar-
inet, plus cello accompaniment.

The boisterous finale is chock full of jollity and musical jokes.
Throughout this movement lasting but six or seven minutes Beethoven again
and again sets loud and soft passages violently against each other. There is a
plethora of sforzandos — a brand of accents that requires something of a
stinging attack. Surprise pauses abrupt harmonic shifts abound. A false reca-
pitulation leads music theorists down the garden path. And for a work of such
modest means, Beethoven gives us an obviously overdone coda — one that
would almost have befit the mighty Fifth Symphony, but which seems here
almost clownish. Who says classical music always has to be serious?

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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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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TMSO Special 2021 (2/20)
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2021&2%205(i) 18:005F#

Sat. 20 February 2021, 18:00 at Suntory Hall

#EEAN )L 2021(2/22)

TMSO Special 2021(2/22)

| ERRE

2021@2%225 18:00FF#

Mon. 22 February 2021, 18:00 at Tokyo Bunka Kaikan

512 @ ﬁgfﬂjj: Kazushi ONO, Conductor
VS @ RTERIE** Eri NAKAMURA, Soprano
AIVTS ) @ BEFSEFET* Mihoko FUIIMURA, Mezzo-Soprano
BEEE @ FEIBIHZSIEM* New National Theatre Chorus, Male Chorus
BIEEE @ BIXHF* Kyohei TOMIHIRA. Chorus Master
IV —hYR9— @ FKIRZESL Tatsuya YABE, Concertmaster

Eom B ZOF (1981) (149

Takemitsu: Dreamtime (1981)

To5—LR:7PILh T VTy
~F—F [RDNLYODIR) [CLD op.53* (119)

Brahms: Rhapsodie, Fragment aus Goethes “Harzreise im Winter”, op.53

K8 / Intermission (20 %)

T—S—  SREESAR MR o

Mahler: Symphony No.4 in G major

[ Bed&chtig, nicht eilen - Recht geméachlich  Wo<KURHNFIC~2LTEIC

I In geméchlicher Bewegung, ohne Hast [ERBEIET. HHOTIIC

Il Ruhevoll (Poco adagio) FIicmbT (R—1-79—V3)
IV Sehr behaglich ETHRIPMC

B RN i et e ]
BB FRE. FRSYEEES
HBIE | BARMEGRRIBERY (2/20)
E:. Kftrfﬁsz%ﬁﬁ)ﬁ%ﬁﬁt@
BAY = (BOEMARS SRS LEE)
X ICF zmﬁﬂz,mmnmwm&,\ﬁ

AHMAEL O=L S2=Y9) TP/ T =Yy

BRI AR FEDRB TY .
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Eri NAKAMURA

Soprano

PR EE

vrs/

KREBEKRZ, BRZRET. MEURSA RSHEMZR T, 2008FREOA
- FARSICTFE 21— 2010~165F. NAITIVVEIFEIEY U R ~&E UL TERZL.
INFETICOVVRY - Far)b-FRIT RN)VUY - RAY - RS, HFILYITIL
INIBIBREICES, 2015FERMERNPRAREFABRLEZRE, 20165F
U —VEUFEBICTE1—. SONPEFHENBETC1—ERBD. KRSEXER
BHER. RABERNFIFE LN,

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. Between
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.

Mihoko FUJIMURA

Mezzo-Soprano

BARET

XIVTFS5

I—0Ov /RS ICERNRERERITS. BaEREXTDIXVV IS/ HKF, &
REUTFERATIOTNAOA FEERICTE 21— 9EEHK CHEUIEEERD,
CNETICAMORUI VTBIE, =5/ - RAASE, O —VENTEIE. =EOA
YIU - ARS, NA TV VEITRBREANES, 04—, PR, X—=9, ITv
VIVNYIN NAT AT I A—5DI-ET, D4— - T4 )b NVUY - Ty
b. OAPIL - OVBILMNROERE EHE, SONTEERENETE 1—E152,

Mihoko Fujimura is one of the most soughtafter singers performing internationally. She was
the first Japanese singer who debuted at Bayreuth Festival singing a major role. She had
returned to the festival for nine consecutive years. Since then, Fujimura has appeared opera
houses including Wiener Staatsoper. She also has performed with conductors such as
Abbado and Mehta, and orchestras including Wiener Philharmoniker and Berliner
Philharmoniker.
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New National Theatre Chorus mate chorus

HENRISEIER Ssal—

NIVTARX— 1 AVI—5 (fER) (B774QBEH - 201449888 - HVbI—R—)L/ VI T - T vigE
FEIAGGIED. RROMFILEIER. i)

MELRIGE. AR50 NUI IVR BRIEVWSRARESEMDID DO EHE—
DOEIMAZEUT, 1997 F 10 BICHAEB Uz, FTENBIGGERDFEREZEU TiThN
BB LDARTRBEORZEBSBRBEIE UCEH 2R, BSDAVN—IFEKEDIHR
BHEERNDZELCHY., GIBRELTOBNT YUY TIVEENEENFE 8.
AHDHEBEEBIUATA7HSBBVTHEZEF TS,

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. Meanwhile, New
National Theatre Chorus started its career and has played a central role in many Opera
performances all through the seasons. Their ensemble ability and rich voices have achieved

acclaim from co-starred singers, conductors, directors, stage staffs as well as domestic and
foreign media.

Kyohei TOMIHIRA

Chorus Master

EFRE
BIEEE

RRBMARZEE, 5EZEEE. HPRA. N\HHERZOEKICEE, CNETICE
B RRYTA T4 BRI« REQREZIEEB, AR5 TEFFEILAISE. RR_H
= BRIFEFREDORNETRIEESE. SEREEREZHEDOTND, 2019F48B05
HENRIECIEEES.

Kyohei 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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FOZE, HOREATEORBELSFHILBERICHIEEY - BARY - BREZ %
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XE| LLTEAL. BOBLFEEO LRI TVS (BALRVEERED
OXFZLEVDIE) .

BPTORBONRITEIZST-DIE. 3DDEADI—F L2070, ARTED
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BHEI SN TV W),

1DEFEDEEIZTN— T —RIOIEOIE->THEDLIL LN, EI1BWOEH
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AMPIFIFEN TV, 54w T AELZER. 75V ML [S—E—A]
BT —TICEDSEREIRR T HEE3IC, WA AEESERZE0EL., 51
ERDTANERIFEDHZNVEZXDPTEC Z /- EZATHAPFACSN S,
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VIHT T—LADINEEELHNS R P-o7ED T BRI -ITIZZD1I869FEDE,
AHZIT ANDTILE)—MABLIENT 5. KELDDBF2ZTI2TIT—L AL,
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FEalt R

TEIERZNTTLHIUIEETZ?
AT/ NBITTRADHFAEEATITE

Aber abseits, wer ist’s?

Ins Gebtsch verliert sich sein Pfad,

hinter ihm schlagen
die Strduche zusammen,
das Gras steht wieder auf,

die Ode verschlingt ihn.

Ach, wer heilet die Schmerzen
dess, dem Balsam zu Gift ward?
der sich Menschenhaf3

aus der Fille der Liebe trank?
Erst verachtet, nun ein Verdchter,
zehrt er heimlich auf

seinen eignen Wert

in ung’nigender Selbstsucht.

Ist auf deinem Psalter,
Vater der Liebe, ein Ton
seinem Ohre vernehmlich,
so erquicke sein Herz!
Offne den umwolkten Blick
uber die tausend Quellen
neben dem Durstenden

in der Wiiste.

HEIIZTEARD
FDEZZEIITE->TNL,
BEN-EHHIEASBURE LA,

o

FRELTE DR ZFFOEVRELTLED,

B, EHEAEEDTONDDRESS?
FEEEBELDBU A>T L E T DR HE?
BHRNZBOENS, LED
ABADHEEEHAATLE 1557
POTIERENTNT

LR NEHEATWADIEN,
RAEADEBL OO RS Bo NS
1SRRI E S O fE R LTUE -7 B2

BORXK. HLl-D

THINTUT L (RIEHTEZ THRTEEER) T
BOEICEHAE TN D45,
ZOMTHODNINEEZTRS L,
EHCREAEL L0

RAPSEDEZRDRE,
FOZFRITBEN TS THORDSEHEEHLIIC
FORERMPETR>TRE,

(R/=ZrF IE)
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N—o— 1 XEMEAE LU FARKE
HEARIER

Feh - T3> FI=L (1781 ~ 1831) &ILXZ X « TL>4—/ (1778 ~ 1842) #&7
[P EDTEBZHLAE] L0 [KEIGT7AF) > TOIE—NT LI REE]
(V==L BETF DIy NFEEDHD)

Wir genief3en die himmlischen Freuden,
D’rum tun wir das Irdische meiden,
Kein weltlich’ Getimmel

Hort man nicht im Himmel!

Lebt alles in sanftester Ruh’!

Wir fuhren ein englisches Leben!
Sind dennoch ganz lustig daneben!
Wir fihren ein englisches Leben!
Wir tanzen und springen,

Wir hiipfen und singen!

Sankt Peter im Himmel sieht zu!

Johannes das Lammlein auslasset,

Der Metzger Herodes drauf passet!
Wir fihren ein geduldig’s,
Unschuldig's, geduldig’s,

Ein liebliches Lammlein zu Tod!

Sankt Lucas den Ochsen tat schlachten
Ohn’ einig's Bedenken und Achten,
Der Wein kost’ kein Heller

Im himmlischen Keller,

Die Englein, die backen das Brot.

Gut’ Krauter von allerhand Arten,

Die wachsen im himmlischen Garten!
Gut’ Spargel, Fisolen

Und was wir nur wollen!

Ganze Schiisseln voll sind uns bereit!
Gut’ Apfel, gut’ Birn’ und gut’ Trauben!
Die Gartner, die alles erlauben!

Willst Rehbock, willst Hasen,

Auf offener Straf3en

Sie laufen herbei!
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Sollt’ ein Fasttag etwa kommen,

Alle Fische gleich mit Freuden
angeschwommen!

Dort lauft schon Sankt Peter

Mit Netz und mit Kdéder

Zum himmlischen Weiher hinein.

Sankt Martha die Kd6chin muf3 sein!

Kein Musik ist ja nicht auf Erden,

Die uns’rer verglichen kann werden.

Elftausend Jungfrauen

Zu tanzen sich trauen!

Sankt Ursula selbst dazu lacht!
Kein Musik ist ja nicht auf Erden,

Die uns'rer verglichen kann werden.

Cécilia mit ihren Verwandten
Sind treffliche Hofmusikanten!
Die englischen Stimmen
Ermuntern die Sinnen,

DaB alles fur Freuden erwacht.
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Program notes by Robert Markow

Takemitsu:
Dreamtime (1981)

Toru Takemitsu: Born in Tokyo, October 8, 1930; died in Tokyo, February
20, 1996

It has been exactly a quarter of a century since Toru Takemitsu died
(February 20, 1996), but the musical world still feels his loss. Not only was he
Japan’s greatest composer of the late twentieth century, but, in his own quiet,
unassuming way, he was one of the preeminent musical figures of our time.
The enormous list of prestigious commissions, honors, awards, and prizes he
received attest to this stature. Takemitsu’s great achievement was to synthe-
size with a high degree of success aspects of both Western and Oriental
esthetics and techniques. Some think of him as an ambassador between musi-
cal cultures. “This was a very, very great man — a thinker, a philosopher and
musician, says violinist and conductor Pinchas Zukerman. “Even when he
talked, he talked in colors, as only the Japanese can. For me, he was the most
extraordinary composer of the late twentieth century.”

A preoccupation with timbres, textures, colors and evanescent sonorities
is the hallmark of Takemitsu’s style. Freely evolving musical material, contem-
plative moods and a sensation of quasi-spatial experience inform most of his
music. In addition, there is a sense of profound reserve and self-control in this
music, which is often dreamy, sensuous, delicate, and imbued with a huge
palette of delicate pastels. These qualities are all apparent in Dreamtime.

The work takes its title from the indigenous concept of the Australian
Aboriginals — creation stories and myths handed down from generation to
generation. In 1981, Nederlands Dans Theater commissioned Takemitsu to
create a work for them, and it was as a staged choreography that Dreamtime
was first presented to the world. Hiroyuki Iwaki conducted the first concert
performance with the Sapporo Symphony on June 27, 1982. The work consti-
tutes one of the composer’s “Dream and Number” series. Takemitsu has writ-
ten that “just as a dream, for all its vividness of detail, points to an unantici-
pated, unreal whole, so in this work short episodes hang suspended in seem-
ing incoherency to form a musical whole. The subtle variations in rhythm and
changes in tempo only serve to emphasize the sensation of floating in the
music.” Invited by Nederlands Dans Theater’s director and choreographer, Jiri
Kylidn, Takemitsu traveled to the island of Groot Eylandt, an island off the
north coast of Australia where a historic first meeting of various indigenous
tribes took place. The Australian composer Barry Conyngham offers this
poetic description of Dreamtime:

“In the first few moments of the piece there is a sense of something
emerging out of a smudged yet shimmering texture, a kind of musical pond
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that contains the images of the music yet obscures them. Each episode is like
a stilling of the surface — we make out a shape, a rising line transferring from
strings to woodwind to muted brass, etched by harps, celeste and subtle per-
cussion. But each passes, the surface is disturbed, and we await the next clar-
ity. The images seem to accumulate, the line becomes almost familiar — but
suddenly, after its simplest statement (on the flute), it is gone.”

Brahms:
Rhapsodie, Fragment aus Goethes *Harzreise im Winter”, OP.53
(“Alto Rhapsody”, op.53)

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3,
1897

In July 1869, Brahms learned that the young lady with whom he was
secretly in love, Julie Schumann (daughter of Robert and Clara), had become
engaged to a count. In response, he composed the Alto Rhapsody for contral-
to, male choir, and orchestra, “medicine for the emotional sickness caused by
the news,” as musicologist William Mann put it. Following announcement of
Julie’s engagement, Clara Schumann noticed that the composer “has changed
completely, he seldom comes to visit, and speaks in monosyllables, even to
Julie, to whom he used to be so kind.” Brahms called his Alto Rhapsody “a
wedding song for the countess Schumann,” adding that “with rage do I write
this — with fury!”

Using the three central stanzas of Goethe’s poem “Harzreise im Winter”
(Winter Journey in the Harz Mountains), Brahms fashioned a three-part, one-
movement composition of emotional distress and aching beauty. The words
depict a lonely, bitter man, lost to the world, wandering through the snowy
mountains in search of solace. The thirteen-minute work opens in a mood of
deepest melancholy, the orchestra painting a scene of wintry bleakness and
solitude with its melody unfolding in the lowest instruments of the orchestra
in unison (bassoons, cellos, double basses). Stabbing accents underscore the
emotional pain. Eventually the voice enters in a kind of recitative, numbed
with grief. The vocal writing is declamatory, with wide leaps and poignant
harmonic shifts; the worlds of Tristan and Parsifal are not far away. The
gloom and burden of despair are somewhat relieved by a glimmer of hope in
the second stanza, which moves at a slightly faster pace, beginning with the
words “Ach, wer heilet die Schmerzen” (Ah, who can heal the pains). C
minor, which has pervaded from the beginning, turns to C major with the
entry of the men’s choir. This joins the solo voice for the exalted hymn that
acts as a balm of reconciliation for the preceding agitation and grief.
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The first performance of the Alto Rhapsody was given in Jena on March
3, 1870 with Pauline Viardot-Garcia, one of Europe’s most famous singers, as
soloist.

Mahler:
Symphony No.4 in G major

I Bedichtig. Nicht eilen - Recht gemichlich Deliberate. Not hurried - Quite genial
II In geméchlicher Bewegung, ohne Hast With leisurely motion

I Ruhevoll (Poco adagio) Serene (Poco adagio)

IV Sehr behaglich Very leisurely

Gustav Mahler: Born in Kalischt, Bohemia, July 7, 1860; died in Vienna, May
18,1911

Each of Mahler’s ten enormous symphonic edifices inhabits a world of
its own and can boast any number of unique features. The Fourth is a special
symphony in the Mahler canon for its general air of childlike charm and gen-
tle radiance, the absence of spiritual turmoil, its transparent textures, modest
orchestral forces (trombones and tuba are absent; horns are just four in num-
ber, percussion is used discreetly), relative brevity (under an hour) and use of
a song as the concluding movement.

The Symphony’s first three movements were written in the summers of
1899 and 1900. Mahler’s original intention was not to create a full-fledged,
four-movement symphony, but rather a “symphonic humoresque.” But by
1900 the conception had changed and grown considerably. A song Mahler
had written in 1892 for soprano and piano was orchestrated and became the
symphony’s finale, the subject of which (a child's view of heaven) is the goal
to which the previous movements all aspire. Mahler himself led the Kaim
Orchestra of Munich in the first performance of the Fourth Symphony on
November 25, 1901.

Only a split second is needed to identify the composition that opens
with flutes playing even, repeated notes a fifth apart accompanied by jan-
gling sleigh bells; nothing else sounds remotely like it. The good-natured,
gemdtitlich first theme slides in with sunny radiance in the fourth bar, bringing
to mind the composer’s comparison of the symphony’s basic mood to “a sky
of unbroken blue --- only occasionally does it grow dark with ghostly men-
ace.” The basic tonality of the symphony is G major, a key often associated
with genial moods and folksong. This movement proves to be one of Mahler’s
most fertile in terms of thematic content. The first theme alone contains three
separate elements (the smiling violin tune, a rising bass line, a few chuckles
from the horn). A brief, jaunty, martial tune in the clarinets leads immediately
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into the yearning melody sung by cellos. A new mood is established by the
woodwinds playing a perky, amusing, almost dance-like idea. Mahler then
proceeds to incorporate this multitude of melodic strands into what musicolo-
gist Michael Steinberg calls a “game of interruptions, resumptions, extensions,
reconsiderations, and unexpected combinations.”

The second movement (Scherzo) portrays a dance of death of Freund
Hein, a popular character in German fairytales. His instrument is a country
fiddle tuned a tone higher than normal in order to produce an unearthly,
harsh sound. Mahler maintained a lifelong preoccupation with death, but this
death dance is not really as harrowing an affair as other composers, or as
Mabhler himself, have elsewhere portrayed it. It is sinister, to be sure, but at
the same time it also retains a sense of humor. Mahler described the effect as
“a grisly, sudden feeling which comes over us, just as one is often panic-
stricken in broad daylight in a sunlit forest. The Scherzo is so mysterious, con-
fused and supernatural that your hair will stand on end when you hear it. But
in the Adagio to follow, where all this passes off, you will immediately see
that it was not meant so seriously.” Two bucolic trios interrupt the dance,
tempering its evil connotations and looking forward to the joys of a life in
heaven.

The otherworldly serenity and ineffable beauty of the third movement
bring us to the threshold of the heavenly life that awaits us in the finale.
Mabhler told his disciple, the conductor Bruno Walter, that his vision in this
movement was that of a church sepulcher “showing a recumbent stone image
of the deceased with his arms crossed in eternal sleep.” Mahler used the dou-
ble variation form (developing two different melodic ideas in alternation),
much as Beethoven had done in the Adagio of his Ninth Symphony. In a sud-
den outburst near the end of the movement, the full orchestra proclaims in
brilliant colors a grandiose vision of heaven. The proclamation by the horns
anticipates the melody the soprano will sing in the following movement.

The fourth movement is relatively short, but it perfectly and exquisitely
fulfills its mission of depicting a child’s view of heaven as a place of serene
delight, simple joys and quiet mystery. The child’s voice speaks to us in the
words of a poem from Des Knaben Wunderhorn (The Youth’s Magic Horn),
a famous nineteenth-century collection of German folk poetry. Interspersed
between the verses are brief reminders of earthly life (the symphony’s open-
ing flutes and bells motif is now transformed into a harshly aggressive figure),
but each time the text returns us to comforting celestial visions. The final
moments bring us to the realization that this music does not really end, but
rather fades into the quietude of heavenly peace.

For a profile of Robert Markow, see page 14.
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