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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.
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TMSO Special Concert in Nagoya
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Sat. 17 April 2021, 14:00 at Aichi Prefectural Art Theater Concert Hall

EE @ j(%%ﬂ]:t Kazushi ONO, Conductor
IV —hRIRI— @ UJZFEE Tomoshige YAMAMOTO, Concertmaster
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SFE3MEE a7
Respighi: Antiche danze ed arie per liuto, Il Suite (Ancient Airs and Dances, Suite No.3)

[ Italiana
I Arie di corte
I Siciliana
IV Passacaglia

R84 / Intermission (20 %)
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Mahler: Symphony No.1 in D major

I Langsam. Schleppend. - Immer sehr gemachlich
I Kraftig bewegt, doch nicht zu schnell

I Feierlich und gemessen, ohne zu schleppen

IV Stdrmisch bewegt
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TMSO Special Concert in Osaka

TMSO } TTAFANIR—IL
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Sun. 18 April 2021, 14:00 at Festival Hal

$£924[0] FHEEZAI—X

Subscription Concert No.924 A Series

| ERRE

20212452 0800 19:00885

Tue. 20 April 2021, 19:00 at Tokyo Bunka Kaikan

1512 @ ﬁgfﬂjj: Kazushi ONO, Conductor
FAVINZ @ TEEEIL  Yoshihiro ANDO, Timpani
IV~ RI— @ LLUAKE  Tomoshige YAMAMOTO, Concertmaster

AT« « Pk T4/ N2 (2015) [BA9E) 299

Kalevi Aho: Timpani Concerto (2015) [Japan Premiere]

I Barcarola

I Intermezzo

I Allegro ritmico
V Mesto

V Presto

{KE8 / Intermission (20 %)

N—D— 1 REMHE1E _KFA (BEA) =49

Mahler: Symphony No.1 in D major

I Langsam. Schleppend. - Immer sehr gemachlich
I Kraftig bewegt, doch nicht zu schnell

Il Feierlich und gemessen, ohne zu schleppen

IV Stdrmisch bewegt
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Yoshihiro ANDO

Timpani

TMSO Principal Timpani & Percussion
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Yoshihiro Ando was born in Tokyo. In 1987, he graduated from Tokyo University of the Arts.
He has been active in a wide range of music field, mainly in orchestra, since he was in school.
In 1993, he joined Tokyo Metropolitan Symphony Orchestra and became Principal Timpani &
Percussion in 1995. Ando studied in Berlin from 1997 to 1998 under Rainer Seegers, a solo
timpanist at Berliner Philharmoniker, by the support of Affinis Arts Foundation. He is a lecturer
of Musashino Academia Musicae and Okinawa Prefectural University of Arts.
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Respighi:
Ancient Airs and Dances, Suite No.3

I Italiana 1 Arie di corte I Siciliana IV Passacaglia
Ottorino Respighi: Born in Bologna, July 9, 1879; died in Rome, April 18, 1936

Ottorino Respighi was a many-talented, multi-faceted musician: violin-
ist, violist, conductor, educator, administrator, editor, and composer who
wrote songs like a German, operas like an Italian, and orchestral music like a
Russian.

Respighi’s reputation today rests first and foremost on his trilogy of
symphonic evocations of Rome: The Fountains of Rome (1916), The Pines
of Rome (1924), and Feste romane (1928), all bursting with brilliant effects,
resplendent orchestration, and intoxicating rhythms. A strong interest in histo-
ry brought forth such works as the Concerto gregoriano for violin and the
Concerto in the Mixolydian Mode for piano, both incorporating Gregorian
chants and ancient church modes. Then there are the operas King Enzo and
Mary of Egypt, and the Ballet Belkis, Queen of Sheba.

Respighi’s fascination for music of bygone eras led to the ballet La
Boutique fantasque (based on Rossini piano pieces), The Birds (old harpsi-
chord pieces) and the three suites of Ancient Airs and Dances. These suites
were based on lute pieces by French and Italian composers published during
the 1890s in modern transcriptions from old tablatures. The lute was a popu-
lar instrument in the courts of sixteenth- and seventeenth-century Europe,
and was used in a solo capacity as well as for accompaniment to songs and
dances.

Suite No. 3 was composed in 1931, and, like the others (composed in
1917 and 1923), consists of four short movements of dance or dance-like
music. Indeed, in 1941 New York’s Ballet Theatre (now American Ballet
Theatre) presented Agnes de Mille’s comic choreography Three Virgins and
a Devil using Respighi’s Ancient Airs and Dances.

Suite No. 3 is for strings alone. The first movement is a simple, lyrical,
popular-style song by an unknown composer of about 1600. The Arie di
corte (Airs of the Court) is a little ballet consisting of a chain of dance melo-
dies all framed by an opening and closing Andante cantabile theme of
decidedly mournful cast. The original composer was Jean Baptitste Besard
(1567-1625). The third number is, like the first, again by an unknown com-
poser from around 1600. This is a siciliana, a popular dance form of Sicilian
origin, set to a gently swaying rhythmic pattern. The Suite wraps up with a
passacaglia by Lodovico Roncalli (1654-1713).This stately dance form in
slow triple meter consists of a series of variations built over a continuously

recurring bass line. (Robert Markow)
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Kalevi Aho:
Timpani Concerto (2015) [Japan Premiere]

I Barcarola II Intermezzo II Allegro ritmico IV Mesto V Presto

The origins of my Timpani Concerto go back to a concert by the
Helsinki Philharmonic Orchestra in the Helsinki Music Centre on 20th
September 2013. The Turku Philharmonic Orchestra’s timpanist Ari-Pekka
Maenpéaa was in the audience; when he noticed me, he came over and asked
if I would like to write a timpani concerto for him. The Turku Philharmonic
Orchestra was prepared to commission the work. I willingly consented to
compose a concerto for him.

After a further meeting with Maenpa4, in order to learn more about the
instrument, I familiarized myself with a number of timpani concertos. Among
them there were certainly some very good works, but many of them had the
problem that they didn't really sound like concertos for a solo instrument and
orchestra. They had more of the character of concertos for orchestra in which
the timpani clearly had a more extensive part than usual, but often just creat-
ing emphasis and supporting the main events in other sections of the orchestra.

Before starting to write the work, I went to Turku to meet Ari-Pekka; he
demonstrated the instrument to me very thoroughly and explained its abilities.
After that, the actual composition process was rapid and full of inspiration. When
Ari-Pekka had received and acquainted himself with the solo part, we edited it
jointly on two separate occasions to produce a final performance version.

The timpani are a splendid component of the orchestra, but as a con-
certo instrument they are challenging. During the Classical and Early
Romantic periods it was not possible to tune the drums during a piece of
music, and generally two timpani were used, tuned in advance to the tonic
and dominant of the main key, and these pitches were used throughout the
composition. Later it became easier to tune the timpani when a system of
cranks started to be used; but the decisive change came with the invention of
pedal tuning in Germany in the 1880s, which made it possible for the player
to alter the instrument’s pitch with his foot while the music was under way.

Even when using the pedal, the constant retuning of the timpani to new
pitches is not always straightforward, especially if the player has to move a
considerable distance between the various drums. Another problem is that if
leather skins are used (which sound better than plastic ones), humidity and
temperature affect the skins’ tension, so the tuning gauge on the drum does
not necessarily show a consistent reading.

The effective range of a single drum is approximately a sixth — and so,
if a bigger range is desired, it is necessary to use a number of drums, of differ-
ent sizes. In my concerto I have used five drums of various sizes, with a total
range of two octaves, and with middle C as the top note. To emphasize the
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work’s nature as a solo concerto, the timpani are placed at the front of the
stage, in the soloist’s traditional place. The two orchestral percussionists, in
their usual place at the back, play different percussion instruments.

The concerto is in five movements played without a break, and begins
with a quiet timpani melody lasting more than thirty bars. Here, and frequently
later on as well, long notes or pizzicatos from the strings emphasize the most
tonally important notes of the melody, and clarify our perception of the
timpani’s pitches. The rocking barcarole at the outset gives way to an expres-
sively powerful Presto passage, which contains some of the most challenging
writing for the soloist in the entire concerto. The Presto ends with a big climax,
followed by a demanding solo cadenza. In the rather brief Intermezzo that fol-
lows, the soloist can catch his breath for a moment; central to this slowish
movement are the various possibilities of the timpani in terms of tone colour.

The third movement, Allegro ritmico, is the longest in the whole con-
certo. Here the soloist plays with harder sticks and, because of this sharper
rhythmic profile, the movement adds a new expressive element to the concer-
to: the timpani are now used as a rhythm instrument. At times the soloist
even plays with the palm of his hand. The fourth movement (Mesto) is domi-
nated by the soloist’s tremolo chords, often comprising four different notes. At
the end of the Mesto, the barcarole theme from the beginning returns, more
slowly. Finally, after a concise yet hectic Prestissimo, an epilogue concludes
the concerto, returning to motifs from the very start.

Ari-Pekka Mdaenpdd gave the first performance with the Turku
Philharmonic Orchestra conducted by Erkki Lasonpalo in Turku on 22nd
April 2016.

(Kalevi Aho)

Kalevi Aho

Kalevi Aho, one of Finland’s foremost contemporary
composers, was born in Forssa in southern Finland on 9th
March 1949. From 1968 he studied at Sibelius Academy in
Helsinki; his composition teacher was Einojuhani Rautavaara.

After graduating as a composer (1971), Kalevi Aho con-
tinued his studies in Berlin (1971-72) as a pupil of Boris
Blacher at the Staatliche Hochschule fir Musik und darstellende Kunst. From
1974 until 1988 he was a lecturer in musicology at Helsinki University, and
from 1988 until 1993 he was a professor of composition at the Sibelius
Academy. Since 1993 he has worked in Helsinki as a freelance composer.

The central focus of Aho’s work consists of large-scale orchestral, cham-
ber and vocal works; to date his output includes five operas (1978-2013), sev-
enteen symphonies (1969-2017), twenty-eight concertos (1981-2016), three
chamber symphonies for string orchestra, other orchestral and vocal music
and a large amount of music for chamber ensembles and solo instruments.

(Photo: Ghadi Boustani/Fennica Gehrman)
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Mahler:
Symphony No.1 in D major

I Langsam. Schleppend - Immer sehr geméchlich
(Slow. Dragging. - Always very easygoing)

I Kraftig bewegt, doch nicht zu schunell
(With vigorous movement, yet not too fast)

Il Feierlich und gemessen, ohne zu schleppen
(Solemn and measured without dragging)

IV Stiirmisch bewegt
(Stormily)

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

Mabhler began work on this gigantic symphony, nearly an hour in length,
in 1884 or 1885 and completed it in 1888. The first performance was given
by the Budapest Philharmonic on November 20, 1889 with the composer
conducting. In 1893 Mahler attached the title “Titan,” after a novel by Jean
Paul. It is universally recognized as one of the greatest First Symphonies ever
composed, yet little-known is the fact that it was preceded by four juvenilia
symphonies, the manuscripts of which were purportedly seen by the great
Mahler conductor Willem Mengelberg in Dresden during the 1940s. No trace
of them has been found since (presumably they were destroyed in the air
raids of 1945) — a great loss that has deprived us of observing the path
Mabhler took to his boldly original First Symphony.

Among the innovations one can point to in this symphony are the larg-
est assemblage of orchestral musicians hitherto required in a symphony, and
the incorporation of café, pop, and gypsy music into the third movement. The
evocation of nature in a symphony had been realized before (notably in
Beethoven’s Pastoral Symphony and in Berlioz’ Symphonie fantastique), but
nowhere else are the very sounds of nature so pervasively and integrally
bound up with the symphonic thought than in the first movement of Mahler’s
First.

Its opening moments are unforgettable — that sustained, distant sound
of strings spread across a six-octave range vividly suggests the mystery and
peace of the night, into which are interjected cuckoo calls, far-off fanfares
and fragments of still-unformed melodies. The mood of the lengthy slow
introduction is finally dispelled by a sprightly theme first heard in the cellos,
followed by another lusty, outdoorsy theme in the violins. The music grows in
fervor and intensity, culminating in a mighty outburst from the entire orches-
tra. The release of enormous, pent-up energy is crowned by three great
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whoops from the horn section, and the movement continues on its merry way
to its conclusion.

The robust scherzo movement is notable for its heavy rhythmic impuls-
es derived from the Ldndler, a rural Austrian dance. Special effects here
include the use of the woodwind section en masse (often up to 12 players) in
featured roles, breathtaking fanfares from the horns and trumpets, and signals
from the “stopped” horns with their bells raised ( “stopped” here meaning the
players’ right hands are pushed deep into the bells, choking off the sound). A
charming Trio, introduced by a poetic horn call, provides gentle contrast.

The third movement opens with a sinister, minor-key variant of the pop-
ular French folksong “Frere Jacques” ( “Bruder Martin” in German-speaking
lands). The original title of “Funeral March” refers to Mahler’s parodistic por-
trayal in sound of a mock funeral procession, depicted in a book of Austrian
fairy-tales. Beasts of the forest accompany a dead woodsman’s coffin to his
grave. The use of a double bass instead of a cello to begin the “Frere
Jacques” tune adds a touch of the grotesque. The tune is used as a canon or
round, with additional instruments taking up the tune in turn (bassoon, cellos,
tuba, etc.) without waiting for the previous one to finish.

After this material has run its course, we hear a new, sentimental theme
in the oboes, this one also bearing a counter-theme, now in the trumpets.
Suddenly the sounds of a country fair intrude, music of a gypsy band with its
corny melodies and relentless “um-pah” accompaniment. And then, as if from
another world, Mahler offers an interlude of quiet repose — almost a dream
sequence — in music of sublime beauty and gossamer textures. Eventually the
mournful “Freére Jacques” music returns and the movement slowly recedes
into the furthermost reaches of audibility.

Anyone who has dozed off to the third movement’s funereal tread will
be instantly and rudely shocked back to his senses with the hellish outburst
that opens the finale, one of the most frightening passages in all music.
Strings swirl and rage, woodwinds in their highest registers scream in anguish,
brass proclaim terrifying fanfares, and percussion evoke the din of battle and
cataclysmic conflicts. When the torrent of notes finally subsides, strings sing a
consoling, infinitely tender and yearning song. The violent conflicts return,
but this time they result in heroic proclamations from the brass. However, vic-
tory and fulfillment are not quite yet achieved. In another long, generally
quiet passage, the music slowly gathers momentum, ultimately reaching a
towering climax for which Mahler instructs all the horns (plus extra trumpets
and trombones, if available) to stand while they deliver fanfares from within
an orchestra gleaming in a thousand dazzling, spectacular colors.

(Robert Markow)

For a profile of Robert Markow, see page 35.
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Mihoko FUJIMURA

Mezzo-Soprano
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Mihoko Fujimura is one of the most sought after singers performing internationally. She was
the first Japanese singer who debuted at Bayreuther Festspiele singing a major role. She had
returned to the festival for nine consecutive years. Since then, Fujimura has appeared opera
houses including Metropolitan Opera, Teatro alla Scala, Wiener Staatsoper, Royal Opera
House, and Bayerische Staatsoper. She has also performed with conductors such as
Thielemann, Abbado, Mehta, Eschenbach, Haitink, and Chailly, and with orchestras including
Wiener Philharmoniker, Berliner Philharmoniker, Royal Concertgebouw Orchestra, and
Gewandhausorchester Leipzig.
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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 far 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, Azaél in L'enfant
Prodigue, and Alfredo in La Traviata, among others. He has performed with conductors such
as Akiyama, Koizumi, Kobayashi, and Otaka, and with orchestras including NHK Symphony,

Yomiuri Nippon Symphony, Japan Philharmonic, and Tokyo Philharmonic. He is a member of
Nikikai.
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Program notes by Robert Markow

Shostakovich:
Symphony No.1 in F minor, op.10

I Allegretto - Allegro non troppo
I Allegro

Il Lento
IV Lento - Allegro molto

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

Few composers excel in their first attempt to write a symphony.
Exceptions include Beethoven, Schumann, Brahms, Mahler and Sibelius, but
these men were already nearing thirty or were even older when they first
essayed the genre.

Dmitri Shostakovich was still a student at the Leningrad Conservatory
when he wrote his First Symphony, yet this was no immature, bungling stu-
dent work. Its premiere by the Leningrad Philharmonic on May 12, 1926,
under the direction of the distinguished conductor Nicolai Malko, heralded
the arrival of a major figure not yet twenty, a composer already bursting with
a unique musical personality and marked for greatness. It was the first of
Shostakovich’s orchestral works to be performed, and that premiere was an
event the composer commemorated for the rest of his life. So enthusiastic was
the response from the first-night audience that the second movement had to
be repeated.

“Few left the concert without a keen awareness of having participated
in a very special event,” writes biographer Laurel Fay,” the debut of a major
new symphonic composer.” Within four years, such luminaries as Bruno
Walter, Leopold Stokowski, Otto Klemperer, and Arturo Toscanini had seen
fit to conduct the work.

What accounts for the success of this remarkable First Symphony?
Boldness of ideas unencumbered by academic and recondite procedures, a
touch of “shock of the modern” tempered by memorable (if not exactly hum-
mable) tunes, a sense of mischievousness, a flair for instrumental color, har-
monic irregularities that seem like “wrong turns” in a silent film comedy, dra-
matic events, virtuoso writing for the orchestra, and an overall infectious
enthusiasm are some of the reasons often put forth in support of the
symphony’s wide appeal. The Russian scholar Boris Schwarz sums up
Shostakovich’s achievement in these words: “It speaks the language of youth
with the skill of age; it reveals ... a fully formed personality, able to balance
inspiration and technique.”
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A short introduction presents a quirky dialogue between trumpet and
bassoon. The first movement’s main theme is set to a grim marching rhythm,
and is described by Edward Downes as “a cross between a quick march tune
and a bit of old-fashioned ragtime.” In contrast the solo flute offers a gently
lyrical, lilting theme, which is echoed by the clarinet. All three ideas are treat-
ed in the development section, then appear in reverse order in the recapitula-
tion. The movement ends with a capricious reference to the introduction.

The second movement alternates a zippy scherzo subject with a slower
chant-like idea. The scherzo portions are reworkings of an orchestral piece
Shostakovich had written at the age of twelve(!) and incorporates a new
sonority not yet heard in the symphony, the piano. The return of the scherzo
idea is noteworthy for the way in which it begins: with great effort, in the solo
bassoon, gradually picking up steam as if it were a mighty locomotive pulling
out of the station. At one point Shostakovich superimposes both the scherzo
and the chant ideas, which initially were set to different meters, different
rhythms, different tempos and different moods.

Romantic expressiveness is found in the third movement. The melan-
cholic opening theme is actually a clever variation of the principal theme of
the first movement (the marching tune). The movement leads without pause
into the finale, the longest and structurally most developed movement. A roll
from the snare drum ushers in an anguished, agitated episode which ends
when the solo clarinet, as in the first movement, presents the movement’s first
main theme, a breathless, virtuosic affair that covers the range of the instru-
ment. Ideas from previous movements are worked in, including a highly dra-
matic timpani solo derived from the rhythmic motto of the third movement. A
long coda follows, growing steadily in intensity to the final frenzied outburst.

Strangely enough, following the huge success of this First Symphony,
written by a nineteen-year-old on the brink of a major career, the composer
found himself in a state of creative paralysis. “I can’t remember why now,” he
wrote some time later, “but for a certain brief period after completion of the
Conservatory I was suddenly terror-struck with misgivings about my calling
as a composer. I couldn’t compose a thing, and in a fit of ‘disillusionment,” I
destroyed almost all my manuscripts. I regret that now.” Fortunately,
Shostakovich’s creative hiatus lasted only a few weeks. Fourteen more sym-
phonies would come from his pen over a span of half a century, some of
them among the greatest ever written by anyone.

4/25 Special & 4/26 B Series

33



34

4/25 Special 4/26 B Series

Mahler:
Das Lied von der Erde

I Das Trinklied vom Jammer der Erde The Drinking Song of Earth’s Sorrow

II Der Einsame im Herbst The Lonely One in Autumn

I Von der Jugend Of Youth

IV Von der Schonheit Of Beauty

V Der Trunkene im Friihling The Drunken One in Springtime
VI Der Abschied The Farewell

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

In Das Lied von der Erde Mahler achieved the complete synthesis of
symphony and song cycle, a direction in which he had been moving through-
out his career. Das Lied is in fact a song-symphony — Mahler called it “A
Symphony for Tenor, Contralto (or Baritone) and Orchestra” — and would
have assigned it the chronological number “9” had not the composer har-
bored a superstitious fear of writing a “Ninth Symphony” — Beethoven, Spohr,
Schubert, Dvorak and Bruckner had all died following completion of a Ninth.
(As it turned out, he was right — his Tenth remained uncompleted at his
death.) Furthermore, death was very much on Mahler’s mind at the time he
began writing Das Lied. In 1907, he lost his four-year-old daughter to diph-
theria and scarlet fever. Also that year, his physician had diagnosed a poten-
tially fatal heart disease, and strongly advised that the hitherto hyperactive
composer had best start taking it easy, advice Mahler was temperamentally
ill-suited to follow. Work on Das Lied von der Erde may have begun in the
summer of 1907 (scholars are uncertain on this point), but virtually all of it
was composed in the following summer. The full score was completed in
1909. Mahler never heard his last song cycle. Bruno Walter conducted the
first performance in Munich, on November 20, 1911, six months after
Mabhler’s death.

For his texts, Mahler turned to an anthology of ancient Chinese poems,
which appeared in German translation in 1907 by Hans Bethge, Die chine-
sische Flote (The Chinese Flute). Actually, Bethge had not really translated
but rather had created paraphrased versions of these poems, working from a
German source and two different French editions badly translated from the
original Chinese. Mahler chose seven of these poems (two are linked in “Der
Abschied” ), adding some text of his own to form a unified cycle on the
themes of world-weariness, nostalgia, reminiscence, resignation and death.

The Drinking Song of Earth’s Sorrow — The cycle opens with a power-
ful fanfare from the unison horns to which shrill woodwinds and muted trum-
pets add sardonic comment. The music is urgent, desperate, almost primal,

4/25 Special & 4/26 B Series



and the text is far less about wine than about saying farewell to life. The
tenor’s threefold refrain, “Dunkel ist das Leben, ist der Tod” (Dark is life, is
death), sung each time a half step higher, offers brief respite from his other-
wise heroic efforts and from the massive flood of sound coming from the
orchestra. So emotionally wrenching is this song that Mahler asked his friend,
conductor Bruno Walter, “What do you think? Is it at all bearable? After
hearing this, won’t people want to do away with themselves?”

The Lonely One in Autumn — Following the overwhelming sense of
struggle, anxiety and vehemence of the opening song, the second comes as a
soothing balm. Over a discreet accompaniment in the violins suggesting lone-
ly wandering, the solo oboe spins a long, plaintive melody that perfectly sets
the tone for the poet’s nostalgic thoughts and heavy heart.

Of Youth — To some pseudo-chinoiserie in the orchestra (pentatonic
scales, tinkling triangle, etc.), the tenor sings joyfully of the pleasures of
youth.

Of Beauty — The light-hearted mood continues as young maidens and
horsemen cast meaningful glances at each other in an enchanted landscape.
Two purely instrumental interludes evoke images of proud young men on
fine, prancing steeds. But the vision dims, and by the end there are only mem-
ories.

The Drunken One in Springtime — The tenor sings exuberantly of the
life of a pure hedonist, one who has abandoned any real contact with this
life, and who retreats to his wine bottle at every opportunity.

The Farewell — The emotional weight of Das Lied von der Erde lies
indubitably in its final song. Here one truly stares into the abyss and the dark
night of the soul before it departs this world forever. Music of terrible loneli-
ness, searing nostalgia, exquisite beauty and finally consolation run through
this half-hour farewell to life. The final words are a sevenfold repetition of
ewig (forever) — the last a barely breathed murmur with, as Martin Sharter so
eloquently put it, “the voice fading like a whispered farewell into the eternity
so rapturously longed for in the singer’s song.”

Robert Markow’s musical career began as a hormn 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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