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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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Tue. 1 June 2021, 19:00 at Suntory Hall

1512 @ /\RAME Kazuhiro KOIZUMI, Conductor
VTS @ PRTEEIE £ NAKAMURA, Soprano
NUNY @ J03E B Toru KAKU, Baritone
alE @ %ﬁﬁ%ﬂi%éﬂé New National Theatre Chorus, Chorus
BIEEE @ FYISF Kyohei TOMIHIRA, Chorus Master
IV —hKIRAI— @ %%BE& Tatsuya YABE, Concertmaster
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Honegger: Symphony No.3, “Liturgique”

I Dies irae: Allegro marcato mJod,/ 770 - ¥vh—hk
I De profundis clamavi: Adagio RERFVBRFUT S, 7I—3
I Dona nobis pacem: Andante BOICFRZESAGR /T IVT

{AZ8 / Intermission (20 %)

TJ#+—L LT A T/ op48 (40%)

Fauré: Requiem, 0p.48

I Introit et Kyrie  A>hOA R (ARIE) &FUT
I Offertoire FwITIVNID L (ZSHERIB)

M Sanctus YO (BRBHHR)

IV Pie Jesu I -AIX (BEREAIXK)
V Agnus Dei FPZaARX - TA (OFF)

VI Libera me URTS - X FLZEREMOTHEW)
VI In paradisum AV INST4R L (EEID)

ZFIVA> /KARE  Mari OHKI, Organ
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Eri NAKAMURA

Soprano
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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. Be-
tween 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.

Toru KAKU

Baritone
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Toru Kaku was born in Fukuoka. He obtained Master’s degree in Tokyo University of the Arts
and completed his studies at Nikikai Opera Institute. He won the 2nd prize at YUAI interna-
tionaler Lied-Wettbewerb. Kaku has performed in Don Giovanni, Cosi fan tutte, Ariadne auf
Naxos, and Kinkakuji (The Temple of Golden Pavilion), among others. He teaches at Senzoku
Gakuen College of Music. He is a member of Nikikai.
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New National Theatre Chorus chorus
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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

BEFHRF
GlsisE

RRBIMMAZEE, BB ZSHE. HPREHA. J\EERZODEKICEHIS, CNETITE
8 R/RYTA T RRITA). REQGEZEE, 7RSS TEFRFEILAS. RR_H
= BRIFEFGEONETRIEES. GEEEEREZHHTND, 2019F48H05
FENRISZGIEERES.

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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Program notes by Robert Markow

Honegger:
Symphony No.3, “Liturgique”

I Dies irae: Allegro marcato
I De profundis clamavi: Adagio
I Dona nobis pacem: Andante

Arthur Honegger: Born in Le Havre, March 10, 1892; died in Paris, November
27,1955

Arthur Honegger was that great rarity among European composers, one
whose artistic spirit embraced both French and German sensibilities. He was
born in France of German-speaking Swiss parents. In his twenties he became
aligned with the group known as Les Six, a loose association of French com-
posers who came to prominence around 1920 and who were presumably
linked in some esthetic sense in their emancipation from the past. Actually,
the catchy name was imposed on them from without, by a music critic, and
they never appreciated the implication that they should be regarded as a uni-
fied artistic whole. Honegger in particular felt free to associate socially but to
remain independent from Les Six in his compositional thought. Hence, we
find little in his music of the carnival atmosphere, jazz elements, neoclassic
simplicity, and wry humor in which other members of Les Six indulged
(Georges Auric, Louis Durey, Darius Milhaud, Francis Poulenc, and Germaine
Tailleferre). In fact, his Third Symphony represents the extreme opposite of
their jovial, lighthearted world.

Honegger’s interest in the symphony can be seen in his five significant
examples (among Les Six, Milhaud was the only other composer to write any,
and they do not rank among his more important works). His seriousness of
purpose can also be seen in a catalogue that includes many works derived
from religious or philosophical subjects. The Third Symphony incorporates
such themes.

Honegger wrote more about his Third Symphony than about any of his
other compositions. “My intention in this work,” he explained in 1946, just
after the end of World War II, “was to symbolize the reaction of modern man
against the morass of barbarism, stupidity, suffering, machine-mindedness
and bureaucracy that has been besieging us for some years now. I have
reproduced in musical terms the combat that is joined in man’s heart between
yielding to the blind forces that enclose him and his instinct for happiness, his
love of peace, his apprehension of a divine refuge.”

Each of the three movements is identified with words from the Catholic
liturgy: the first is Dies irae (The Day of Wrath, from the Mass for the Dead);
the second is De profundis clamavi (Out of the depths I cried out, from
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Psalm 129 in the Catholic Bible, or 130 in Protestant Bibles); and Dona nobis
pacem (Give us peace, from the Ordinary of the Mass).

In the first movement, “I was concerned with depicting human terror in
the face of divine anger, with expressing the brutal, unchanging feelings of
oppressed peoples, delivered to the whims of fate and seeking in vain to
escape the cruel snares of destiny. ... The violent themes crowd in on one
another without leaving the listener a moment’s respite. No room for breath-
ing or thinking. The storm sweeps all behind it, blindly and angrily. ... [At the
end] a bird makes its appearance.”

The second movement depicts “the sorrowful meditation of humankind
abandoned by God; a meditation that is already a prayer. ... Toward the end
of this movement I have repeated the bird theme more obviously. Man is at
the end of his strength, in extreme misery.”

For the third movement, “I had the idea of a heavy march, and for this I

deliberately wrote a tune that is idiotic ... It’s the march of the robots against
the bodies and souls of men ... the revolt of the beast against the spirit. ...
The revolt takes shape and grows. Suddenly an immense clamor, three times
repeated, escapes from the lungs of the oppressed: Dona nobis pacem! And
then, as though the cup of suffering were full and the desire for peace had
finally gotten the better of the horror of disorder, I wanted to find a long, can-
tabile phrase that would express suffering humanity’s wish ‘to be delivered
from all this,” and that would suggest the vision of a peace so long wished
for.”

Charles Munch, to whom the score is dedicated, led the Zurich Tonhalle
Orchestra in the first performance of the Third Symphony on August 17,
1946. The following year Shostakovich transcribed the symphony for two pia-
nos.

Fauré:
Requiem, op.48

I Introit et Kyrie
I Offertoire

Il Sanctus

IV Pie Jesu

V Agnus Dei

VI Libera me

VI In paradisum

Gabriel Fauré: Born in Pamiers, May 12, 1845; died in Paris, November 4,
1924
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Even the most casual of tourists in Paris cannot fail to be impressed by
the churches and cathedrals in this city, in both quantity and quality.
Likewise, there are few musical capitals in the world that can claim such a
distinguished lineage of great composers who have sat at the organs in these
edifices large and small, from Marc-Antoine Charpentier in the seventeenth
century to Olivier Messiaen in the twentieth. Gabriel Fauré too played an
important role in this tradition. After a series of smaller posts, he became
chief organist at the Madeleine in 1896, but he had already been a regular
substitute there for Théodore Dubois and Saint-Saéns. It was in this churchly
context that Fauré’s Requiem was written and given its first performance at a
midday burial service on January 16, 1888 on the occasion of the funeral of
Joseph Lesoufaché, an architect, at the Madeleine,

The music heard at the 1888 premiere was, however, considerably dif-
ferent from what is performed at most concerts today. There were no brass or
woodwind parts at all; there were only five movements (no Offertoire or
Libera me, which meant no baritone soloist either); the solo role in the Pie
Jesu was sung by a boy soprano; and the strings (without violins) were proba-
bly just a handful in number to balance the chorus (boys and men only) of
about twenty. Much as we think of Fauré’s Requiem as a model of restraint
and intimacy, it was obviously even more so in its original version. Five years
later, in 1893, Fauré prepared an expanded version, which incorporated two
additional movements (the Offertoire had been written in 1889, the Libera
me way back in 1877 as an independent piece for baritone and organ) and
parts for trumpets and horns. The third and final version was done for Fauré’s
publisher Hamelle, who brought out a score inflated with full chorus, wood-
winds, brass and violins, presumably to encourage wider performance. In this
form the Requiem was first heard in Lille on April 6, 1900 conducted by
Eugene Ysaye.

Words like gentle, subdued, soothing, reticent, intimate and restrained
often come to mind while listening to this Requiem, but it is no secret that
Fauré regarded death quite differently from other composers of famous
Requiems, men like Berlioz, Dvotdk and Verdi. “I have instinctively sought to
escape from what is thought right and proper after all the years of accompa-
nying burial services on the organ!,” he reported to Louis Aguettant in 1902.

The Requiem opens in a mood of hushed mystery. The full chorus qui-
etly intones the words Requiem aeternum dona eis (Give us eternal rest). To
slightly greater rhythmic motion, tenors alone repeat the text of the Requiem
aeternum. The central Te decet hymnus Deus (A hymn becometh Thee, O
God) passage is given first to sopranos alone - a contrasting tone color. The
full chorus returns for the concluding Kyrie passage. Violins are silent
throughout this movement, which means violas constitute the uppermost
string section, softening any hint of brilliance or sunny disposition.

Most other Requiems would now present the Dies irae movement, in
which the terrors of Judgment Day are vividly portrayed by the power of a
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full orchestra and chorus. Fauré bypasses this scenario and moves on the
Offertoire, a three-part structure whose central episode is given over to the
solo baritone (Hostias et preces). The opening and closing passages for the
chorus offer some of the Requiem’s rare contrapuntal writing. Sopranos sing
only in the final pages, and again violins are silent throughout. The air of
reserve and intimacy invites thoughts of a mourner standing alone before the
softly flickering votive candles in a dimly-lit chapel.

In most settings of the Sanctus, chorus and orchestra pour forth great
torrents of joyous sound. Not in Fauré’s version. Here, music of dreamy qui-
etude and angelic purity is the order of the day as sopranos alternate with the
male voices of the choir in brief melodic phrases, all accompanied by arpeg-
gios from the harp and violas. Violins, making their initial appearance in the
Requiem, join the male voices at each entrance. At the words Hosanna in
excelsis the mood changes to one of uplifting joy, supported by brass fan-
fares.

In the Pie Jesu, a solo soprano sings the prayer for eternal rest in music
of sublime simplicity.

Tenors take the lead in the Agnus Dei. To gently undulating, warmly
uplifting strains, they alternate with the full choir in their plea for mercy. A
note of anxiety creeps in, the music comes to a halt, and the opening pages
of the Mass return, just briefly, before the movement continues to its conclu-
sion wrapped in mystical beauty.

The baritone soloist opens and closes the Libera me, the passage in
which the Deity is implored to save the deceased from the agonies of hell. In
between the full choir takes over, and at one point the music rises to a level
of fearful intensity.

The text of In paradisum comes from an antiphon for the burial ser-
vice, traditionally sung as the body is being carried from the church. For a
description of Fauré’s final movement, let us turn to the words of Emile
Vuillermoz, who studied composition with Fauré and championed his music
in the capacity of author and critic: “The music gives us a vision of a soul
winging through space, freed from its prison of flesh and surrounded by the
beating of angel wings as they bear it upwards to eternal beatitude.”

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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Kazuyoshi Akiyama was born in 1941. He has held posts such as Music Director of American
Symphony, Vancouver Symphony, Syracuse Symphony, and Tokyo Symphony. Akiyama has
been invited to conduct New York Philharmonic, Boston Symphony, Cleveland Orchestra,
Chicago Symphony, NDR Sinfonieorchester Hamburg, Orchestre de la Suisse Romande, and
many others. He currently holds the title of Conductor Laureate of Tokyo Symphony, Kyushu
Symphony, and Vancouver Symphony, Honorary Conductor for Life of Hiroshima Symphony,
Music Advisor of Japan Century Symphony, Artistic Director/Principal Conductor of Chubu
Philharmonic, Artistic Director/Special Professor of Senzoku Gakuen College of Music, and
Visiting Professor of Kyoto City University of Arts.
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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

Sibelius:
The Bard, op.64

Jean Sibelius: Born in Hameenlinna (Tavastehus), Finland, December 8, 1865;
died in Jarvenpdd, near Helsinki, September 20, 1957

Tucked in among the cracks and crevasses of almost every major
composer’s orchestral catalogue are works that for one reason or another
tend to get neglected. Sibelius’ catalogue is filled with such works, one of
which is The Bard, a six-minute tone poem of haunting, ascetic beauty.
Sibelius wrote it in early 1913 and led the first performance on March 27 of
that year with the Philharmonic Society in Helsinki.

The Bard provides a sterling example of the maxim “less is more.” The
orchestra is of standard size, but is used with almost pointilistic precision and
economy of means. There is not a single moment when the entire orchestra
plays. There are no true themes, only a couple of scrappy motifs, introduced
in the opening bars, that serve as molecular building blocks for the entire
work. The dynamic level is mostly soft to very soft, so that the few fleeting
moments of forte or fortissimo have startling impact. The tam-tam plays a
single, very soft note but it is a significant one, near the end at the moment
the key shifts from E-flat minor, where it has been for much of the work, to
E-flat major. Colors are dark and muted, textures spare, the mood one of pen-
sive concentration conjuring up the sound world of the Fourth Symphony
(composed just prior to The Bard) - somber, meditative music of nostalgic
loneliness and the bleak colors of winter. The work is in two connected sec-
tions, the second slightly shorter and beginning with a downward, agitated
swoop of strings playing forte for the first time in the work.

The harp, for obvious reasons, plays an important role. To Sibelius
scholar Erik Tawaststjerna, the first half of the piece “is virtually held togeth-
er, almost narrated, by the harp. Its sonority seems to symbolize the fine
thread on which life hangs and gives brief glimpses of the pathos and melan-
choly that envelope the poet. ... One can view the [first] section as a kind of
dialogue between the harp and various chamber-like instrumental groupings.”

Sibelius:
Violin Concerto in D minor, op.47
I Allegro moderato

I Adagio di molto
Il Allegro ma non tanto
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In 1902, the German violinist Willy Burmester asked Sibelius to write
him a concerto. When Sibelius sent him the piano reduction of the first two
movements in September of 1903, Burmester was enthusiastic and suggested
the premiere be given in Berlin in March of 1904. But Sibelius had other
ideas. Due to strained financial circumstances, he wanted the concerto per-
formed as soon as possible, and secretly asked another violinist to give the
premiere in Helsinki at an earlier date. What Sibelius got in the end was a far
inferior soloist (a local teacher named Viktor Novacek, who never did learn
the concerto properly), a cool reception at the premiere (February 8, 1904),
mostly negative reviews in the press, and the justifiable resentment of
Burmester.

Following the premiere, the concerto was put aside for over a year until
Sibelius got around to revising it. He toned down some of the overtly virtuosic
passages, tightened the structure of the outer movements and altered the
orchestration of numerous passages. The revisions amount to far more than
mere window dressing, and the results are fascinating to compare with the
original.

On October 19, 1905, the concerto received its premiere in the final
form in Berlin, with Karl Halir as soloist and none other than Richard Strauss
on the podium. Shortly afterwards, Sibelius’ friend Rosa Newmarch told him
that “in fifty years’ time, your concerto will be as much a classic as those of
Beethoven, Brahms and Tchaikovsky.” How right she was!

Sibelius’ affinity for the violin stemmed from his youth, when he aspired
to become a great violinist. “My tragedy,” he wrote, “was that I wanted to be
a celebrated violinist at any price. From the age of fifteen, I played my violin
for ten years, practicing from morning to night. I hated pen and ink. --- My
preference for the violin lasted quite long, and it was a very painful awaken-
ing when [ had to admit that I had begun my training for the exacting career
of an eminent performer too late.” His very first composition (Vattendroppar),
written at the age of eight or nine, was a piece for violin and cello. Although
he left just one violin concerto, he also composed numerous short pieces for
the instrument, mostly with piano.

The solo part is one of the most difficult in the entire repertory.
Virtuosic passages abound, but they are welded to disciplined musical
thought; there is no empty display material here. The orchestral writing bears
much evidence of Sibelius’ deep interest in this medium, and serves a far
greater purpose than a mere backdrop for the soloist. Dark, somber colors
predominate, as is this composer’s tendency, lending an air of passionate
urgency to the music. Note particularly the third theme in B-flat minor in the
first movement, played by the unison violins, or the second theme of the
Finale, again played by the violins, with its interplay of 6/8 and 3/4 meters.

Attention to the formalities of sonata form is largely avoided in favor of
originality of thought. In the first movement, there is no development section
as such; instead, each of the three main themes is fully elaborated and devel-

6/14 A Series

29



30

6/14 A Series

oped upon initial presentation. A cadenza occurs at the point where a full
development would normally stand, followed by a recapitulation of the three
themes, each of which is subjected to further expansion. In the Adagio move-
ment, Sibelius contrasts the long, dreamy and reflective opening theme with a
turbulent and darkly passionate section in the minor mode. The finale, in
rondo form, calls to the fore the full technical prowess of the soloist. Energetic
rhythms suggestive of the polonaise and gypsy dances offer further elements
of excitement to this exuberant movement.

Prokofiev:
Symphony No.7 in C sharp minor, op.131

I Moderato

II Allegretto - Allegro
I Andante espressivo
IV Vivace

Sergei Prokofiev: Born in Sontzovka (today Krasnoye), Ukraine, April 27,
1891; died in Nikolina Gora (just outside of Moscow), March 5, 1953

Prokofiev’s seventh and last symphony is one of his least known. Why
this should be the case is perplexing, as it boasts any number of broadly lyri-
cal melodies, is full of ingratiating charm, and, despite the composer’s
advanced age at time of writing, exudes youthful gaiety, irresistible fun and a
lighthearted spirit. Even its rarely-used key of C-sharp minor calls attention to
itself. No other important symphony in the repertory is in this key aside from
Mabhler’s Fifth, and even that is in C-sharp minor for the first movement only.
However, connoisseurs of chamber music will recall that one of Beethoven'’s
late string quartets, the monumental No. 14, is not only in the same key as
Prokofiev’s Seventh Symphony, but bears the same opus number (131) as
well.

Prokofiev wrote his final symphony in 1951-1952 while he was in pre-
carious health. His original intention was to compose “a simple symphony
intended for young listeners,” to be broadcast on the Children’s Division of
the Russian State Radio. The final result went far beyond a children’s sym-
phony, but it retained the atmosphere of a child’s world of simplicity, direct-
ness and transparency. For the composer, it was a kind of nostalgic glance
back to the years of his own childhood, often evoking the pages of a story-
book.

The first performance was given on October 11, 1952 by the USSR
Radio Orchestra under Samuil Samosud. Five years later, the Seventh
Symphony was awarded the Lenin Prize. Shostakovich praised it as “truly joy-
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ous, lyrical; it delights with its clear and bright contents and unusually fresh
harmonious language.”

The symphony opens with a sweetly nostalgic theme in the violins
unequivocally defining the key of C-sharp minor. The equally lyrical second
theme rises nobly and expansively from the lower reaches of the orchestra,
spreading with a sense of restrained power and majesty to the violins. This
theme has occasioned much comment. To Prokofiev’s biographer Israel
Nestyev, it “expresses the courage and limitless strength of the human spirit,
[and] radiates a love for life.” R. D. Darrell regards it “as if born of contempla-
tion over the limitless Russian expanse.” To the composer himself, it expresses
“serenity and confidence in man’s strength and his future.” A third theme, a
capricious and jaunty affair for oboe and glockenspiel (soon joined by the
flute), brings to mind the world of fairy tales and children’s stories.

The second movement is a waltz in the tradition of Russian masters like
Tchaikovsky and Glazunov; some of Prokofiev’s earlier efforts, including
Cinderella and War and Peace come to mind as well. The form is simple
(A-B-A-B-A), but Prokofiev demonstrates great mastery in the subtle manipu-
lation of his materials. The waltz ends in a frenzy of excitement.

Lyricism pervades the third movement as well, a dream-like episode in
three-part form. Even the central section, evocative of a march approaching
from the distance, has a lyrical air to it.

The finale opens in a burst of unbridled exuberance, which is followed
shortly by a saucy theme in the violins. Several more themes are heard in
swift succession, ranging from jauntily march-like to lyrical. Then, in a sur-
prise gesture, Prokofiev brings back that rapturously soaring second theme
from the first movement, glowing in glorious sound “like an inspired hymn to
happiness in the world” (Nestyev). But the symphony is not quite over. The
first movement’s third theme — the one evoking the delicate fairytale world of
children — returns for a final, sad glance back at childhood of long ago, and,
one strongly suspects, the composer’s realization that this was to be his fare-
well to the symphony.

During rehearsals for the symphony’s premiere, it was suggested (proba-
bly by the conductor Samuil Samosud) that the ending was perhaps too enig-
matic and inconclusive. Prokofiev obliged by rewriting the final pages to end
on a brilliant, optimistic note. Although the original ending is more commonly
heard, this boisterous variant ending is sometimes used as well, including at
this TMSO concert.

For a profile of Robert Markow, see page 19.
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Tatsuya Shimono is General Music Director of Hiroshima Symphony Orchestra and Music
Director of Hiroshima Wind Orchestra. Born in Kagoshima in 1969, he cemented his inter-
national reputation as a conductor by winning the 1st Prize at 47th Besancon International
Competition in 2001. Since then he has guest conducted major orchestras such as Orchestra
dellAccademia Nazionale di Santa Cecilia, Czech Philharmonic, Barcelona Symphony, Sinfonia
Varsovia, Tokyo Symphony, and NHK Symphony among others. Shimono served as Resident
Conductor and then Principal Guest Conductor of Yomiuri Nippon Symphony as well as Guest
Conductor and then Principal Guest Conductor of Kyoto Symphony.
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Mayu Ozeki was born in Yokohama in 2000. She won the 1st prize in the 67th Student Music
Concours of Japan in 2013. In 2017, she was selected as a finalist at International Jascha
Heifetz Competition, and won the 1st prize at 86th Music Competition of Japan. Ozeki has
performed with orchestras including Tokyo Symphony, Tokyo Philharmonic, Tokyo City
Philharmonic, Kanagawa Philharmonic, Central Aichi Symphony, and Gunma Symphony.
Graduated from Toho Gakuen Music High School, Ozeki is now studying at Musik und Kunst
Privatuniversitat der Stadt Wien with support of Rohm Music Foundation.
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Program notes by Robert Markow

Handel (edited by Baines and Mackerras):
Overture from “The Music for the Royal Fireworks”

George Frideric Handel: Born in Halle, Germany, February 3, 1685; died in
London, April 14, 1759

Twenty-four oboes, twelve bassoons, contrabassoons, nine horns, nine
trumpets, three pairs of timpani, and that’s not all. Imagine the sound this
body of instruments could make! This may have been the original instrumen-
tation for Handel’s The Music for the Royal Fireworks. The facts are
unclear, due to numerous alterations in the autograph score, but one thing is
certain: a very large number of players indeed was assembled for the first
performance on April 27, 1749 (preceded by a “public rehearsal” on the 21st)
in London.

The occasion that brought forth Handel’s The Music for the Royal
Fireworks in 1749 was a celebration of the Peace of Aix-la-Chapelle marking
the end of the War of Austrian Succession, which had been going on for
nearly a decade. The fact that the war had scarcely affected British citizens
did not deter King George II from observing the event in grand style. There
was a “public rehearsal” on April 21 in the Vauxhall Gardens for which some
12,000 people paid for admission. The fireworks were not offered on that
evening, but they were for the official celebration on the 27th in Green Park,
though due to technical difficulties only a small fraction actually went off.
Handel’s music lasts only about twenty minutes, so probably the various sec-
tions were spaced out over a period of time, parts were repeated, and addi-
tional music was used to fill out the time.

The present-day instrumentation for standard symphony orchestra with
strings and smaller wind complements stems from Handel’s own emendations
to the original, and from a 1749 publication scored for winds in threes. But
whatever arrangement of instrumental forces is used, the grand ceremonial
nature of this music shines through. Tatsuya Shimono conducts the arrange-
ment by Anthony Baines and Charles Mackerras, published in 1960 and
scored for full symphony orchestra including much percussion.

The Music for the Royal Fireworks opens with a ten-minute overture
in the French style — stately, grandiose, processional music in slow-moving
“dotted” rhythm (a pattern of alternating long and short notes) precedes the
Allegro, which bustles along with even more than Handel’s customary energy
and vibrancy.

Bruch:
Violin Concerto No.2 in D minor, op.44
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I Adagio ma non troppo
II Recitative: Allegro moderato
Il Finale: Allegro molto

Max Bruch: Born in Cologne, January 6, 1838; died in Friedenau, October 2,
1920

We of the twenty-first century have largely forgotten that Bruch was
highly regarded in his day, especially for secular choral music. His career as a
composer embraced more than seven decades, from his earliest orchestral
work at the age of eleven to the songs and choral music written just before he
died at 82. Like the first of Tchaikovsky’s three piano concertos, Bruch’s
Violin Concerto No. 1 is so popular that many people are unaware two more
exist. During the composer’s own lifetime this First Concerto was played so
often that he complained he couldn’t bear to hear it even one more time!
“Oh, my friends, please play my Second Concerto or the Scottish Fantasy
once instead.” Today’s soloist, Mayu Ozeki, heeds Bruch’s call in playing the
Second Concerto.

The Second Concerto followed the First by ten years. Bruch composed
it for the renowned Spanish violinist Pablo de Sarasate, who gave the first
performance, a private one, in September of 1877, followed by the public pre-
miere on November 4 at London’s Crystal Palace with the composer conduct-
ing.

This concerto is notable for its unusual formal layout. Although there
are three movements, as one normally finds in a nineteenth-century concerto,
the “second” movement is more of an extended introduction to the finale
than a movement in its own right. This leaves the slow “first” movement
(actually an Adagio) to play the role of the traditional second movement. It is
in sonata form, but with a few twists. The sweetly nostalgic first theme is
played by the soloist after just a few solemn introductory chords from the
brass. The second theme, also announced by the soloist, may well be one of
the most ravishingly beautiful melodies ever conceived specifically for the
violin. The development section is devoted to the first theme, while the reca-
pitulation, which follows a brief cadenza, accords equal prominence to both.
The movement fades away in a mood of dreamy contemplation.

In the Recitative, the soloist is heard in passages of tender musing or
passionate outpouring in between stern pronouncements from the orchestra,
much as in a dramatic operatic scene. The Finale arrives without pause,
beginning with a transition passage quivering with excitement. The main
theme eventually arrives, a merry, dance-like affair in D major played first by
the soloist, then repeated by the full violin section, which must muster as
much technical assurance as the soloist. The second theme begins with an
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ascending two-octave scale. The movement is essentially in sonata form, but
in place of a development section Bruch briefly recalls elements of the
Recitative. Listeners expecting music full of bravura display from the soloist
will find this Finale more than fulfills their wishes.

Borodin:
Symphony No.2 in B minor

I Allegro

II Scherzo: Prestissimo
Il Andante

IV Finale: Allegro

Alexander Borodin: Born in St. Petersburg, November 12, 1833; died in St.
Petersburg, February 27, 1887

Alexander Borodin is remembered today as one of the finest composers
to come out of nineteenth-century Russia, yet his true profession was of an
entirely different sort — chemistry. In fact, he was one of the foremost
research chemists and professors of his day, and wrote music only in his
spare time, of which he had precious little. At the age of just 31 he was
appointed professor at the Academy of Medicine in St. Petersburg. He
claimed that he could compose during the winter months only when, due to
illness, he was unable to give his lectures. “So, my friends,” he would joke,
“don’t say to me ‘T hope you are well,” but rather ‘I hope you are sick” !
Borodin’s catalogue is not large, and contains many unfinished works (the last
of his three symphonies is a case in point).

Borodin began his Second Symphony in 1869 and worked on it off and
on over the next eight years. It was first performed in St. Petersburg on March
10, 1877 (the same year as Bruch’s Second Violin Concerto). Having deter-
mined that the brass were too prominent, he revised the orchestration. The
new version was first performed in March of 1879. The symphony remained a
staple of the orchestral repertory throughout much of the twentieth century,
but in recent decades performances of this eminently pleasing work have
become something of a rarity. Another rare fact about this symphony is that
each of the four movements is in a different key (only the first is in the nomi-
nal B minor).

Borodin was one of the “Mighty Five” of late-nineteenth-century
Russian music, the group whose avowed intent was to stamp their music with
a distinctly Russian flavor in place of the European style that prevailed. This
quality is most obvious in Borodin’s spectacular opera Prince Igor and in his
orchestral works: In the Steppes of Central Asia, the Polovtsian Dances from
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Prince Igor, and the three symphonies. His friend, the noted critic Vladimir
Stasov, claimed that the composer told him that the first movement depicted
the gatherings of ancient Russian princes, the slow movement recalled songs
of the bayans (Russian troubadours), and the finale portrayed the banquets
of heroes rejoicing to the sounds of the guzla and bamboo flute. “In short,”
Stasov said, “when Borodin wrote this symphony, he was haunted by the pic-
ture of feudal Russia and tried to paint it in this music.” But Stasov need not
be taken at his word to derive great pleasure from this masterful symphony.

The work opens with a stentorian unison on the note B, an effect that
will recur many times throughout the movement. The barbaric splendor of the
opening B-minor subject contrasts sharply with the lyrically flowing second
subject, heard first in the cellos, then in the woodwinds in D major, but it is
the initial subject that prevails in one form or another throughout the move-
ment. Indeed, the entire development section, aside from one brief mention of
the second theme, is given over to the first theme alone. There is no mistak-
ing when the recapitulation begins: full orchestra landing on that opening B
fortississimo (the first appearance of this extreme dynamic marking in the
symphony) followed by even more massive scoring than what we heard in
the opening pages. The coda amounts to a second development of the
B-minor theme.

The harsh, dissonant chord from the brass that signals the beginning of
the second movement gives no clue as to what will follow. This music, to be
played prestissimo, is fleet, light-footed, and has all the character of a scher-
zo, though it is in duple meter, not triple. Except for the highly syncopated
second subject, with its many jagged edges, it could almost bring to mind the
world of Mendelssohn’s Midsummer Night’s Dream.

The slow movement opens with a few strummed notes from the harp
and what sounds like a call to attention from the clarinet in anticipation of a
long, gorgeous narration from the solo horn (perhaps standing in for some
wandering bard), a melody that provides the main subject of the movement.
Its mood of quiet reflection is broken in the central episode, where the atmo-
sphere becomes tense and fraught with danger, but the horn theme eventual-
ly returns in the warmest, richest colors of the orchestra. The last word goes
to the solo horn.

The fourth movement is one of those boisterous finales that Russian
composers know so well how to write, and is imbued with the flavor of
authentic folk tunes (though in fact they are Borodin’s own). In contrast to
the pervasive B minor of the first movement, this one is thoroughly in B major
(a key rarely used). Much syncopation, long passages of constantly shifting
meters (a rarity for a nineteenth-century symphony), brilliant orchestral col-
ors, and generous use of percussion hitherto held in reserve all contribute to
the mood of a kermesse (Russian carnival) as the symphony hurtles to a riot-
ous conclusion.

For a profile of Robert Markow, see page 19.
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