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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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Born in Tokyo, Akira Eguchi received his Bachelor’s Degree in Music Composition from Tokyo
University of the Arts. He received his Master’s Degree in Piano Performance from Juilliard
School. He has performed in the foremost music centers of the United States, Europe, and the
Far East. In great demand as a chamber musician, Eguchi has performed at Aspen, Ravinia,
Newport, and Verbier festivals. Recently, he was appointed as a professor at Tokyo University
of the Arts. He also is a guest professor of Senzoku Gakuen College of Music.
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Program notes by Robert Markow

Saint-Saéns:
Danse macabre, op.40

Camille Saint-Saéns: Born in Paris, October 9, 1835; died in Algiers,
December 16, 1921

Saint-Saéns’ symphonic poem Danse macabre (Dance of Death) was
inspired by a ghoulish poem of Henri Cazalis, who wrote under the pen name
of Jean Lahor. The poem begins:

Zig and Zig and Zig — hark! Death beats a measure,
Drums on a tomb with heels hard and thin.

Death plays at midnight a dance for his pleasure —
Zig and Zig and Zig — on his old violin.

Saint-Saéns at first set the poem as a song, then discarded it, claiming it
was unsingable. As a purely instrumental piece it has long enjoyed great pop-
ularity for its vivid graveyard imagery and sensation of Death a-dancing.

A mood of eerie fantasy prevails. At midnight (twelve strokes signaled
by the harp) Death arrives with his violin, tunes up, and begins its evil dance
(flute). The solo violin plays a second melody - suave and lyrical but still with
an undercurrent of menace. The xylophone takes up the flute theme, its
sound all too suggestive of rattling bones. At various points there are refer-
ences to the “Dies irae,” the chant for the dead from the Catholic liturgy. The
two main themes become ever more frenzied and intertwined, culminating in
a fearful climax. But dawn is imminent; a cock crows (oboe), and the diaboli-
cal assembly quickly dissipates into the darkness. Danse macabre ends on a
note of unsettling quiet with which it began.

Danse macabre was first performed in Paris on January 24, 1875. Some
critics thought Saint-Saéns had gone too far in his musical pictorialism. At a
performance in London four years later, the Daily News reported that the
composer “has succeeded in producing effects of the most horrible, hideous
and disgusting sort. ...The piece is one of many signs of the intense and
coarse realism that is entering into much of the musical composition (so-
called) of the day.”
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Liszt:
Totentanz (Danse macabre)
— Paraphrase Uber “Dies irae”, 5.126

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

Franz Liszt harbored one of the most complex and fascinating personal-
ities of any nineteenth-century figure. Among his preoccupations were a
deep-seated interest in the legend of Mephistopheles and in the whole subject
of death, as seen in such works as the Faust Symphony, Funérailles, Marche
funebre, the Mephisto Polka, the Don Juan Fantasy, a transcription of Saint-
Saéns' Danse macabre, four Mephisto Waltzes, and the work on this pro-
gram, the Totentanz (Dance of Death) for solo piano and orchestra.

It is generally assumed that Liszt's inspiration for the Totentanz stems
from a visit he made to the Campo Santo in Pisa in 1838. There he fell under
the influence of the fresco The Triumph of Death, attributed to Andrea
Orcagna. (The Campo Santo is a large burial place in the same piazza with
the famous Leaning Tower, and is supposed to contain earth from Mount
Calvary.) But the composition went through a long gestation period, plus sev-
eral versions and revisions, before finally receiving a public performance in
1865. This took place in The Hague, with Hans von Bilow, its dedicatee, as
soloist.

The twenty-minute Totentanz consists of a series of free variations on
the “Dies irae” (Day of Wrath) motif, which dates from medieval times and
has been incorporated by dozens of composers into their music. Though not
as well known as Liszt’s two piano concertos, the Totentanz nevertheless
invariably leaves a strong impression on its listeners. Liszt biographer James
Huneker calls it “a tremendous work ... a set of daring variations ... one of the
most striking of Liszt’s piano compositions.” Humphrey Searle believes it to be
“one of Liszt’s most powerful and impressive pieces,” and to Sacheverell
Sitwell, “its shuddering, clanking rhythms, its sounds as of dancing bones, are
of the weirdest achievement possible.”

The Totentanz opens with the evocation of tolling of awesome bells,
against which the “Dies irae” motif is sounded in the lowest instruments of
the orchestra. Streams of diabolical arpeggios and cascades of glittering dou-
ble octaves erupt from the piano, and both orchestra and soloist merge in a
hellish presentation of the “Dies irae.” Eventually the heated emotional cli-
mate abates, and the soloist proceeds to develop the “Dies irae” in a series of
ever more elaborate variations. The music is by turns eerie and mysterious,



tender and reflective, frenetic and diabolical. Several climaxes of white-hot
intensity are reached, each clouded in dense flurries of swirling notes. The
final pages are typically Lisztian, involving a bravura display for the soloist
and grandiose gestures for the orchestra.

Kodaly:
Dances of Galanta

Zoltan Koddly: Born in Kecskemét, Hungary, December 16, 1882; died in
Budapest, March 6, 1967

“The voice of Kodaly in music is the voice of Hungary,” proclaimed the
English composer Arthur Bliss. Koddly’s compatriot Béla Bartdk said much the
same thing: “If I were asked in whose music is the spirit of Hungary most per-
fectly embodied, I would reply, in Kodaly’s. His music is indeed a profession
of faith in the spirit of Hungary.”

Kodaly shares with Bartdk the reputation for being one of the two
greatest Hungarian composers of the twentieth century. Born just a year
apart, they also shared during their lifetimes a deep common interest in music
of their homeland and conducted extensive scholarly research into music of
the Hungarian gypsies and peasants in addition to that of surrounding coun-
tries. As such, they were among the first important ethnomusicologists.
Kodély’s fervent belief in the potency of nationalistic music is seen in his
comment that “the words of art that exert the most powerful influences
throughout the world as a whole are those that express most fully the nation-
al characteristics of the artist.” Nearly all of Koddly’s best-known works incor-
porate folk song and folk dance music from different parts of his country: the
opera Hadry Janos, the Dances of Marosszek, the Psalmus Hungaricus, the
Peacock Variations, and the Dances of Galanta.

Galanta is a small town in what is today Slovakia, located east of
Vienna and north of Bratislava. It was here that Koddly received his first
strong musical impressions from gypsy bands that frequently passed through.
He explained that the musical subjects in his Dances of Galdnta came from
an ancient edition of Hungarian gypsy dances published in Vienna around
1800. The composition consists of a unified set of six dances played without
interruption, plus an introduction and a coda. Melodic material of the first
dance is repeated throughout to achieve unity. Preceding the first dance is a
brief clarinet cadenza, which returns near the end of the work. Surging
melodic ideas, strongly rhythmic pulses, and colorful orchestration character-
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ize the music. The melodies are derived from folksong - some nostalgic, some
exuberant, most presented initially by woodwind instruments, especially the
clarinet.

Kodaly wrote the Dances of Galdnta in 1933 for the eightieth anniver-
sary of the founding of the Budapest Philharmonic Society. His distinguished
Hungarian colleague Ernd Dohndnyi conducted the premiere on October
23rd of that year.

Janacek:
Taras Bulba

I The Death of Andriy
I The Death of Ostap
I The Prophecy and Death of Taras Bulba

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

Mention the Czech Republic to a music lover and his thoughts will
almost certainly turn to Dvordk or Smetana. But following close behind
should be the name Leos Janacek, whose roots sprang from the same musical
soil. Unlike nearly every other great composer, fame came late to Janacek, in
his case very late. He did not emerge into the international limelight until he
was nearly seventy, yet in a five-year span ending with his death at seventy-
four he probably produced more masterpieces than any comparable figure at
that age. These include three of his best operas, the imposing Glagolitic
Mass, and his best-known orchestral tour de force, the Sinfonietta.

Taras Bulba was composed at Brno between 1915 and 1918, but the
subject matter of the fiery, seventeenth-century Cossack leader had been in
Janacek’s mind since 1905. Though he had strong nationalistic ties to his
native Moravia, his outlook was broad enough to understand similar senti-
ments in other lands. Thus, he could deeply sympathize with the plight of
Russia in World War I, and it was the upheavals of that war, in combination
with the whole pan-Slavonic movement, that stirred him to write his “Slavic
Rhapsody” based on Gogol’s novella published in 1835. Janacek called the
work his “musical testament,” and heard it first performed at Brno in the new-
ly-created Czechoslovak Republic on October 9, 1921.

The story involves the conflict between the Zaporozhye Cossacks and
the Poles in the early seventeenth century. Each of the three movements of



Janacek’s music describes the death of a member of the Bulba family.

The Death of Andriy - The younger son of Taras is in love with a
Polish girl (longing expressed by the opening English horn solo), who lives in
the town of Dubno. The Cossacks besiege Dubno, and Andriy falls in with
the enemy against his own people. Janacek describes what happens next:
“The distant sound of the organ and the warning bells express the prayers
and anguish of the besieged.” The oboe introduces a love scene, which is dis-
turbed by the entrance of the Cossacks (strident trombones and percussion)
and then the sounds of battle. When Taras comes upon his traitorous son he
strikes him dead.

The Death of Ostap - Taras’ older son meets a different fate. He is cap-
tured by the Poles, tortured and beheaded in the public square while his tor-
menters dance a wild mazur. Taras slips through the crowd, appears before
his son to give him courage in his last moments, and vanishes.

The Prophecy and Death of Taras Bulba - Vowing vengeance on the
Poles who have killed Ostap, Taras amasses a huge army and ravages the
Polish countryside. But he too is captured and is burned alive, again to the
strains of a Polish dance, this time the krakowiak. Taras is overjoyed to see
his troops escape by daring feats of horsemanship. There is a lull, then a fina-
le of elemental expressive power rises through the orchestra as Taras pro-
claims his final, stirring words, in which he praises the indomitable, undying
spirit of the Russian soul and then prophesies the inevitable victory of his
people. Bells, harp, and organ add to the glorious, powerful sonority of the
apotheosis.

One of the most astonishing qualities of Taras Bulba is that despite its
pervasive images of death and dying, the music is nevertheless vigorous, vital
and energetic, full of resplendent orchestral colors and exuberant rhythms.
This reflects the composer’s purpose in writing the work, reflected in Taras’
stirring proclamation as he is burning at the stake, that “there are no flames
or tortures that can break the strength and will of the Russian people.”

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.



