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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 will be inaugurated as Music Director of Brussels Philharmonic in Septem-
ber 2022. Ono 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. TMSO announced that the
term of Ono as Music Director was prolonged until March 2026.
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Mihoko FUJIMURA

Mezzo-Soprano

BNRET

XIVFS/

©R&G Photography

F—Ov/N\=EHRICERNRERZERT 2. BRERERTDXAVY T/ HF, &
REUTIFERATIOHTNAOA FEER(CTEa—. TUvH TJVRY, TS05—
. IFIVNTOT, TILTDEEREHKD., IFEEHFTCHBEUEER SV, TNET
CANORUSIVRENE. =5/ - AATE, D4 —VEIUREE. ZEOAVIL - 7
R, NA DIV VEIRBBRENER. T—L~N. PR X=9, Tvyz N\
IN NATAVT, IvA—0D/ET, Da—2 - Ta)b. X)VUV - Tq)b. OA
IV AVBIVINROE, SATY A FI7 0 MDD RERE EHE,

RREMAZESEZLEREREFZE. BAER. BrUOZ 2 VNVBEREXZRIET .
HASRE, MBS ZAEHAE. IIJVVE—LEILEERE YN —FX
BOEEETE, KERELETE,

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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6 Gesange nach Texten von Maurice Maeterlinck, op.13

1. Die drei Schwestern

Die drei Schwestern wollten sterben,
Setzten auf die giildnen Kronen,
Gingen sich den Tod zu holen,

Wahnten ihn im Walde wohnen.
»Wald, so gib uns, daf3 wir sterben,
Sollst drei gtildne Kronen erben!”

Da begann der Wald zu lachen
Und mit einem Dutzend Kiissen
LieR3 er sie die Zukunft wissen.

Die drei Schwestern wollten sterben,
Waéhnten Tod im Meer zu finden,
Pilgerten drei Jahre lang.

+Meer, so gib uns, da3 wir sterben,
Sollst drei gildne Kronen erben!”

Da begann das Meer zu weinen,
LieB3 mit dreimal hundert Kiissen
Die Vergangenheit sie wissen.

Die drei Schwestern wollten sterben,
Lenkten nach der Stadt die Schritte,
Lag auf einer Insel Mitte.

LStadt, so gib uns, daf3 wir sterben,
Sollst drei giildne Kronen erben!”

Und die Stadt tat auf die Tore

Und mit heiBen Liebeskiissen
LieB die Gegenwart sie wissen.
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2. Die Madchen mit den verbundenen Augen

Die M&dchen mit den verbundenen Augen
(Tut ab die goldenen Binden!)

Die Madchen mit den verbundenen Augen
Wollten ihr Schicksal finden.

Haben zur Mittagsstunde

(LaBt an die goldenen Binden!)

Haben zur Mittagsstunde

Das SchloR gedffnet im Wiesengrunde,

Haben das Leben gegriif3t

(Zieht fester die goldenen Binden!)
Haben das Leben gegriifit,

Ohne hinaus zu finden.

Die Madchen mit den verbundenen Augen
Wollten ihr Schicksal finden.

3. Lied der Jungfrau

Allen weinenden Seelen,
Aller nahenden Schuld
Offn’ ich im Sternenkranze
Meine Hande voll Huld.

Alle Schuld wird zunichte
Vor der Liebe Gebet,
Keine Seele kann sterben,
Die weinend gefleht.

Verirrt sich die Liebe
Auf irdischer Flur,

So weisen die Tréanen
Zu mir ihre Spur.
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4. Als ihr Geliebter schied

Als ihr Geliebter schied

(Ich horte die Ture gehn)

Als ihr Geliebter schied,

Da hab ich sie weinen gesehn.

Doch als er wieder kam

(Ich horte des Lichtes Schein)
Doch als er wieder kam,
War ein anderer daheim.

Und ich sah den Tod
(Mich streifte sein Hauch)
Und ich sah den Tod,
Der erwartet ihn auch.

5. Und kehrt er einst heim

Und kehrt er einst heim,
Was sag ich ihm dann?
Sag, ich hatte geharrt,
Bis das Leben verrann.

Wenn er weiter fragt

Und erkennt mich nicht gleich?
Sprich als Schwester zu ihm,
Er leidet vielleicht,

Wenn er fragt, wo du seist,
Was geb ich ihm an?

Mein Goldring gib

Und sieh ihn stumm an.

Will er wissen,

Warum so verlassen das Haus?
Zeig die offne Ttir,

Sag, das Licht ging aus.
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Wenn er weiter fragt

Nach der letzten Stund’ ?
Sag, aus Furcht, daf3 er weint,
L&chelte mein Mund.

6. Sie kam zum SchloB gegangen

Sie kam zum Schlof gegangen
— Die Sonne erhob sich kaum —
Sie kam zum Schlof gegangen,
Die Ritter blickten mit Bangen
Und es schwiegen die Frauen.

Sie blieb vor der Pforte stehen
— Die Sonne erhob sich kaum —
Sie blieb vor der Pforte stehen,
Man horte die Konigin gehen
Und der Konig fragte sie:

Wohin gehst du? Wohin gehst du?
— Gib acht in dem Ddmmerschein! —
Wohin gehst du? Wohin gehst du?
Harrt drunten jemand dein?

Sie sagte nicht ja noch nein.

Sie stieg zur Fremden hernieder

— Gib acht in dem Dadmmerschein! —
Sie stieg zu der Fremden hernieder,
Sie schlof sie in ihre Arme ein.

Die beiden sagten nicht ein Wort
Und gingen eilends fort.

Ubersetzung:
Friedrich von Oppeln-Bronikowski
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Program notes by Robert Markow

R. Strauss:
Tod und Verklarung, op.24
(Death and Transfiguration, op.24)

Richrd Strauss: Born in Munich, July 11, 1864; died in Garmisch-
Partenkirchen, September &8, 1949

The emotionally charged atmosphere of the late nineteenth century
provided a fertile ground for artistic expressions of love and death, both of
which Richard Strauss incorporated into his symphonic poems. Here is his
own explanation of opus 24, composed at the age of just 25: “The idea
occurred to me to represent in a tone poem the death of a person who had
striven for the highest idealistic aims, very possibly those of an artist. A sick
man lies in bed asleep, breathing heavily and irregularly. Agreeable dreams
bring a smile to his face ... he wakens; once again his body is racked with ter-
rible pains ... as the attack diminishes and the pain subsides, he reflects on his
past life. His childhood passes before him, his youth with its strivings and pas-
sions, and then, as the pains resume, the fruit of his life’s mission appears to
him ... The hour of death approaches, the soul leaves the body in order to
find achieved in the most glorious form in the eternal cosmos that which he
could not fulfill here on earth.”

Although Strauss’s orchestra is not uncommonly large in this work, it is
used with great imagination. Pictorial touches abound. In the first few min-
utes alone we hear the weak, irregular beating of the dying man’s heart (vio-
lins and violas in the opening bars; later solo timpani); his weary sighs
(strings, following the heartbeats portrayed by timpani); the smile on his face
and gleam in his eyes as he recalls childhood memories (meltingly beautiful
solo oboe over streaming harp arpeggios).

Then the frightful struggle with death begins as the full orchestra rears
up suddenly in rage and utmost agitation. New motifs convey images of the
man’s angry defiance of the approaching end, of the will to live, and of his
feverish panting brought on by these exertions. His madly pounding heart is
vividly portrayed by interjections from brass and timpani. At the climax of the
orchestral frenzy we hear the first presentation of a motif that will dominate
the score until its final moments, that of the Artist’s Ideology — a grand
Urthema that twice proudly sweeps nearly two octaves upwards through the
brass section. Then follow more childhood reminiscences, more struggles with
death, and an extended episode depicting the man’s youthful exuberance and
passionate love life. A final frenzied outburst, and the struggle ends as the
soul ascends to heaven on the back of a chromatic scale in strings and wood-
winds.

From the murky depths of the orchestra, isolated, then overlapping frag-
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ments of the Ideology motif begin to take form. The transfiguration process
has begun, and will continue for the next seven minutes or so, ever growing
in brightness of colors, density of texture, volume of sound, and height of
range. The music rises steadily, inexorably, to an emotional peak of almost
unbearable intensity and orchestral splendor, then slowly subsides into the
infinite reaches of the universe.

Strauss conducted the first performance in Eisenach (Bach’s birthplace)
on June 21, 1890.

Zemlinsky:
6 Gesange nach Texten von Maurice Maeterlinck, op.13
(6 Songs after Poems by Maurice Maeterlinck, op.13)

Die Drei Schwestern

Die Mddchen mit den verbundenen Augen
Lied der Jungfrau

Als ihr Geliebter schied

Und kehrt er einst heim

Sie kam zum Schlof3 gegangen

S kLN

Born in Vienna, October 14, 1871; died in Larchmont, New York, March 15,
1942

Alexander Zemlinsky was a contemporary of Schoenberg, Stravinsky
and Rachmaninoff, and for a time was one of the most important figures in
European music. He was active in Vienna as a teacher, conductor and com-
poser, and no less a figure than Schoenberg pronounced him the greatest liv-
ing conductor and “a great composer.” The reputation and esteem Zemlinsky
enjoyed in his day, as well as the high quality of his music, made his neglect
for most of the twentieth century all the more puzzling. In 1938, in the face of
Nazi aggression, he left Vienna, eventually settling in the New York City area.
He wrote no more important works, and died a few years later in seclusion.
From then until the 1980s, Zemlinsky remained barely a footnote in music
history, a little-known figure obscured by the more innovative and attention-
grabbing figures. The rediscovery of this amazing composer probably began
in 1978, when the LaSalle Quartet performed his four string quartets in
Cologne and later recorded them. The enthusiastic critical response to this
Deutsche Grammophon recording stimulated further recording ventures,
including notably the extravagantly opulent, lushly romantic Lyric Symphony,
the Six Orchestral Songs Op. 13, the Sinfonietta, and the tone poem Die
Seejungfrau (The Mermaid).

The literary work of the Belgian poet and playwright Maurice

10/20 C Series & 10/21 B Series

17




10/20 C Series 10/21 B Series

18

Maeterlinck (1862-1949) has proved to be a rich source for musical inspira-
tion. Leading the list are The Death of Tintagiles and L’Oiseau bleu, for each
of which there are at least seven examples (Vaughan Williams wrote inciden-
tal music for the former, Humperdinck for the latter). Dmitri Mitropoulos
wrote an opera based on Soeur Beatrice, and Dukas one on Ariane et Barbe-
bleu. Best known to concert goers, though, are the compositions based on
Pelléas et Mélisande: an opera by Debussy, a symphonic poem by
Schoenberg, and orchestral suites by Sibelius and Fauré. Completing the
Pelléas list are a suite by William Wallace and an overture by Cyrill Scott.
Zemlinsky’s contribution to the extensive Maeterlinck-inspired catalogue of
music are his Six Songs Op. 13, composed first between 1910 and 1913 with
piano, then orchestrated in 1924.

Maeterlinck, along with Mallarmé and other French writers of the 1890s,
adopted a style of writing called Symbolism, whose philosophy held that the
objective world does not represent true reality, but only a reflection of the
invisible Absolute. Through the use of symbols, suggestive images, vagueness
of time and place, and condensed syntax, the Symbolist playwrights, novel-
ists, poets, philosophers, and painters attempted to draw the mind to a
heightened sense of reality, a reality beyond logic and direct explanation.
Zemlinsky reflected this world in the Six Songs, in which, with few exceptions,
the music is suffused with the aura of twilit, misty realms and vague, far-off,
lost-in-time scenarios. The orchestral writing is for the most part delicate
(harp, harmonium, and celesta are often in play), of chamber music transpar-
ency, constantly changing, and different for each song. The ebb and flow of
the vocal lines often recalls Mahler. Overall, Zemlinsky’s style evokes the
worlds of Schoenberg’s Gurre-Lieder and Pelleas und Melisande, with unful-
filled or anticipated love affairs and relationships portrayed in a highly
expressive musical language of heightened tonality (key signatures are still in
use) and clothed in sensuous orchestration.

R. Strauss:
Also sprach Zarathustra, op.30
(Thus spake Zarathustra, op.30)

Following the sensational successes Strauss enjoyed from his three pre-
vious symphonic poems, Don Juan (1888), Death and Transfiguration (1889)
and Till Eulenspiegel’s Merry Pranks (1895), the world’s most talked-about
living composer cast about for ideas for another orchestral extravaganza. This
turned out to be Also sprach Zarathustra (Thus spake Zarathustra), inspired
by the philosophy of the Persian mystic Zarathustra (Zoroaster), who lived
about 600 BC, as related in Friedrich Nietzsche’s eponymous prose-poem,
completed in 1885. Strauss himself conducted the first performance with the
Orchestra of the Frankfurt Museum Concerts on November 27, 1896.

There is no explicit story or program to follow, only a generalized line
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of thought. Strauss strings together eight connected musical episodes, each
entitled with a chapter heading from Nietzsche’s Zarathustra. (Each section
of Nietzsche’s work ends with the words “Also sprach Zarathustra” ; hence,
Strauss’s title.) Across these eight sections he conveys in musical terms the
ongoing conflict of Man with Nature, and Man’s aspirations to rise above his
lowly origins. To give concrete musical substance to this conflict, Strauss uses
two adjacent but harmonically distant keys, C major for Nature and B minor
(later major) for Man.

The eight sections following “Sunrise” are as follows:

Of the Backworldsmen — Man in his primitive state makes his first, ten-
tative inquiries about life and faith.

Of Great Longing — This section opens with a rapid, surging presentation
of the Man motif, indicating that his quest for self-betterment is moving
onward, but he is still in conflict with Nature and the Church (Magnificat in
the organ; Credo in the horns).

Of Pleasures and Passions — Dense polyphony, ornate melodic lines,
sweeping glissandos for the harps, and orchestral virtuosity combine in music
of great expressiveness, as the philosopher reflects on his passionate nature.

The Grave Song — Further development of ideas already presented,
beginning with the oboe singing the main theme of the previous section,
accompanied by cellos and bassoons with the Man motif.

Of Science — For one of the most remarkable passages in the score,
Strauss employs a fugue, the most “learned” (scientific) of all musical forms.

The Convalescent — Further development of the scientific fugue subject,
led off by the trombones, which comes into conflict with the Satiety motif. At
the climax of this extraordinarily energetic, frighteningly turbulent music, the
entire orchestra, supported by the organ, thunders out the Nature motif.

Dance Song — This is Richard Strauss’s first use of a waltz, the special
domain of an earlier Strauss of a different family. Beginning in a light-hearted
and gay manner, the music eventually gathers energy, whirling its way to an
orgiastic climax as a bell tolls twelve times.

The Night Wanderer’'s Song — The music settles into a quiet C major,
then slips gently into B major. The Spirit of Man would seem to have found
peace, happiness and fulfillment. But has it truly? Basses softly intone the
Nature motif in C, resolutely refusing to join the B major of Man in the upper-
most range of the flutes and piccolos. Philosophers continue to debate the
great issues of existence. The composer too left his musical argument unre-
solved. Also sprach Richard Strauss!

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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Honorary Conductor for Life
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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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Promenade Concert No.393
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Sat. 30. October 2021 14:00 at Suntory Hall

151E @ /\RF#S Kazuhiro KOIZUMI, Conductor
FrO @ {EEEIEE  Haruma SATO, Violoncello
AP —hY 25— @ LUARKE Tomoshige YAMAMOTO, Concertmaster

R+)LY—2  FrOpZel O op.104 @0

Dvorak: Cello Concerto in B minor, op.104

I Allegro
I Adagio ma non troppo
I Allegro moderato

{R&8 / Intermission (20 %)

ROFI Y =0 TEME 8 & MR opss c8)

Dvorak: Symphony No.8 in G major, 0p.88

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo
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Haruma SATO

Violoncello
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Haruma Sato was born in 1998 in Nagoya, Japan. He is one of the most brilliant and talented
cellists of his generation. In 2019, Haruma won the 1st prize at the 68th Internationaler
Musikwettbewerb der ARD and gained international attention. He is also a winner of the 11th
Witold Lutostawski International Cello Competition and the 83rd Music competition of Japan.
Haruma has performed with Europe's and Japan’s major orchestras. He also appeared at sev-
eral international festivals such as International Music Festival “Chopin and his Europe” 2018
in Warsaw. He is now studying with Jens-Peter Maintz at Universitat der Kinste Berlin. He
plays a Enrico Rocca cello 1903 from generously loaned by Munetsugu Collection.
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Program notes by Robert Markow

Dvorak:
Cello Concerto in B minor, op.104

I Allegro
I Adagio ma non troppo
Il Allegro moderato

Antonin Dvoték: Born in Miuhlhausen (near Prague), Bohemia (today
Nelahozeves, Czech Republic), September 8, 1841; died in Prague, May 1,
1904

Because of the cello’s somber tone quality and generally low range, it
was generally considered to be unsuitable for solo work in combination with
the large, late-nineteenth-century orchestra. This was not a problem for
eighteenth-century composers like Vivaldi, Haydn and Boccherini, whose
orchestras of about twenty or thirty musicians (often strings only) played in
small halls. Dvordk’s magnificent B-minor Concerto changed this notion.

Dvoftak actually made two attempts at writing a cello concerto. The first
was at age 23, at the outset of his career. He never orchestrated this
concerto. Thirty years later, when he was nearing the end of a distinguished
career, he reconsidered the medium when he heard Victor Herbert’s Second
Cello Concerto in E minor in Brooklyn. At the time, Dvofdk was finishing up a
three-year stint as director of the National Conservatory in New York (1892-
95), and Herbert (the same Herbert of operetta fame — Babes in Toyland,
Naughty Marietta, etc.) was principal cellist of the Metropolitan Opera
Orchestra. Dvordk was deeply impressed with Herbert’s ability to juxtapose
the sound of the solo cello with a large orchestra, and his means of solving
the treacherous balance problems. Stimulus to take up the challenge himself
came from another source as well, also a cellist. This was Hanu§ Wihan, a
close friend of Dvordk and the finest cellist in Bohemia. Dvordk wrote his
Cello Concerto for Wihan, who was also to have given the premiere that took
place on March 19, 1896 with the composer conducting the London
Philharmonic, but due to a conflict of dates and a misunderstanding over
scheduling, Wihan had to withdraw. Leo Stern played the premiere instead,
but the concerto’s dedicatee did eventually perform the work.

Like many of Dvordk’s best large-scale works, the Cello Concerto brims
with melodic invention of the highest order. The first movement’s principal
theme, announced at the outset by clarinets (plus bassoons in the third bar),
proves to be not only memorable in itself but capable of almost infinite
development and transformation by both orchestra and soloist. Dvorak
himself said of the second theme, heard initially in the solo horn, that “I am
always moved when I play it,” and critic Donald Tovey thought it “one of the
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most beautiful passages ever written for the horn.” Yet when the solo cello
plays it sometime later, it seems to embody the very soul of that instrument,
and when the orchestra takes over the theme it again seems perfectly
conceived for that medium in full symphonic panoply.

The second movement, in ternary (ABA) form, is more subdued, though
no less replete with exquisite lyricism. Biographer Otakar Sourek describes it
as a “hymn of deepest spirituality and amazing beauty.” The central episode
has autobiographical significance. When Dvotak learned that Josefina
Kaunitzové, a youthful flame of his, was seriously ill, he incorporated into the
slow movement one of Josefina’s favorite pieces, a song he had written years
before ( “Leave me alone,” Op. 82, No. 1). A short, stormy introduction in G
minor leads into a melody of ravishing sweetness sung by the solo cello, and
decorated with a filigree of arpeggios by the violins.

The strongly rhythmic character of the rondo finale’s principal theme
suggests a Bohemian dance. Dvorak considered the concerto complete when
he left New York in the summer of 1895. But back in his native land, he
revised the finale to include a gentle, autumnal epilogue of some sixty bars
that was based largely on the same song he had used in the second
movement. Most believe that this was done as a gesture in honor of Josefina,
who died on May 27 of that year, but this has not been unequivocally
proven. The concerto seems headed for a quietly reflective ending, but with
the cello perched on a trill on high B, the clarinets, then muted horn, bring us
out of the reverie with a reference to the concerto’s opening moments, and
the work moves swiftly to a brilliant conclusion.

Dvorak:
Symphony No.8 in G major, op.88

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo

The genial, carefree spirit of Dvorfak’s Symphony No. 8 has endeared it to
generations of concertgoers. Its prevailing happy spirit, idyllic moods and
evocations of nature and simple rustic life call to mind other symphonies of a
pastoral nature: Beethoven’s Sixth, Schumann’s Spring Symphony (No. 1),
Schubert’s Fifth, Mahler’s Fourth, and Brahms’s Second.

Dvotfédk began work on his Eighth Symphony in late August, 1889. He
was in high spirits and full of creative confidence. He “complained” to a friend
that his head was so full of ideas that it was a pity it took so much time to jot
them down. “Melodies simply pour out of me.” For this reason, it took him only
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twelve days to write the composition sketch for the first movement, a week for
the second, four days for the third and six for the finale. The orchestration
required an additional six weeks. Three months after commencing work on it,
the score was ready for the printer, who, in this exceptional case, was not the
usual Simrock, but the English firm of Novello. Dvotfdk conducted the first
performance on February 2, 1890 in Prague.

The conditions under which this work was written compare very closely
to those under which Brahms composed his Second Symphony just a dozen
years earlier. In the case of both composers, we find a symphony of warmly
lyric, relaxed character following one darkly serious and grim. To carry the
analogy further, both compositions were written in an idyllic countryside
setting, which both composers credited with stimulating their creative urges to
a greater degree than usual. Closely paralleling Dvotdk’s comment quoted
above, Brahms remarked that the lake country around Pértschach-am-See,
where he composed his Second Symphony, was a place where “so many
melodies fly around one must take care not to step on them.”

The symphony’s first movement presents analysts with a puzzle: What
role does the opening nostalgic theme play? Is it the “first” theme, or an
introduction? Is the “main” theme then the simple, birdlike tune played later by
the flute? If so, what then does one call the warmly noble cello theme that
follows the timpani’s “rat-a-tat” and the succeeding idea characterized by
upward leaping octaves in the cellos? No matter, really. The point is that
Dvorék did incorporate a great wealth of melody into this movement. One
program annotator (Richard Freed) finds in it “an atmosphere of fairy tales and
forest legends ... bird calls, woodland sounds and bluff Slavonic marches.”

The second movement, like the first, opens with a nostalgic, rather
solemn theme. A second idea in C major offers a new theme in the flute and
oboe, accompanied by descending scales in the violins. An angry outburst from
the horns leads to a brief, anxiety-filled passage, but sun, warmth and charm
soon return.

The third movement is a graceful waltz that frames a central trio section
announced by a new theme in the flute and oboe. Dvotdk borrowed this theme
from his opera The Stubborn Lovers. The waltz returns, and a brief, energetic
coda concludes the movement.

A trumpet fanfare opens the Finale, followed by a charming and carefree
theme in the cellos. Simple and natural as the theme sounds, it caused Dvordk
much difficulty. He wrote ten different versions of it before he was satisfied.
(Beethoven'’s “Ode to Joy” theme underwent a similar metamorphosis.) Dvordk
then builds a set of variations on this theme, including an exuberant outburst
from the full orchestra with trilling horns and scurrying strings. A central section
in C minor presents a new march-like idea. When this subsides, Dvordk returns
to the peaceful world of the principal theme, which undergoes further
variations. A rousing coda brings the symphony to a brilliant close.

For a profile of Robert Markow, see page 19.
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