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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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Subscription Concert No.939 B Series
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Mon. 20 December 2021, 19:00 at Suntory Hal

55 @ j(@%iﬂjj: Kazuhi ONO, Conductor
E7./ @ BREZIE  Tomoki SAKATA, Piano
IV —hvR9— @ IUARF Kyoko SHIKATA, Concertmaster

SORZ T E7 /HREEIT Z586 op.30 @39

Rachmaninoff: Piano Concerto No.3 in D minor, op.30

[ Allegro ma non tanto
I Intermezzo: Adagio
I Finale: Alla breve

K& / Intermission (20 %)

YIRS A= F | REMFESTE Z52H op.4s7 ue
Shostakovich: Symphony No.5 in D minor, op.47

[ Moderato

I Allegretto

I Largo

IV Allegro non troppo
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Tomoki SAKATA

Piano

Bl B &0 4t

7/

©HIDEKI NAMAI

20214, H#R3IAZTEIVI—ILD 1D, TUPR—hFEERSEIVI—IL &
7 /EPAICT [Z¥BEBZDD. AMRT 1)L hv—Y] (Standaardff) EMZ 51,
BARAE, 2016FT75VY - URMEBRET /3 T—)L (\YAU—) E141. 6
DORRIEZESZE, IV I—)LE L. PITABEET ZX & UTHBBORE, 5
14T 7> - ISAN—VEREEY / VT —)UICTHER 1 9R CREDPAE, EF 17 -
E7/AURT 4V 3 VRISV TUBRUS DORRIE., 7U—J5 Y RERET
JAVI—VICTE—Y 7L NBRICBIIBHRIEEZZE, Fvy v Iv—ERE? /
FZUVEYT (RAY) BB IUBREZZE,

ERGEELY, HREM200BETERZER. BRSEFENOLESH, 20204
3R, HRUBRSREEMNRHFEHERZSO7IVNA [(Ua—Y3VX] (F2T
AVI—Fv3aF)) #UU—X,

RABMAZZREC. N/ -7 7 —BEERARZAZRY U X MREICERS. 2017
FESUEEXE - EiiEHERE,

Tomoki Sakata was awarded the 4th prize at Queen Elisabeth Competition 2021. In 2016
International Franz Liszt Piano Competition in Budapest, he won the 1st Prize and six special
prizes, becoming the first Asian winner in the competition’s history. In 2013, Sakata was the
youngest finalist at Van Cliburn International Piano Competition. He won the Mozart Special
Prize at Cleveland International Piano Competition. Based in Hannover and Yokohama, Sakata
received the city of Yokohama’s Cultural Award and Art Encouragement Prize in 2017.
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Program notes by Robert Markow

Rachmaninoff:
Piano Concerto No. 3 in D Minor, op. 30

I Allegro ma non tanto
II Intermezzo: Adagio
Il Finale: Alla breve

Sergei Rachmaninoff: Born at Oneg (an estate near Novgorod), April 1, 1873;
Died in Beverly Hills, California, March 28, 1943

In 1909, the 36-year-old Rachmaninoff was at the height of his career
as composer and pianist. It was time to conquer America. For this important
visit he composed his Third Piano Concerto, which he wrote during the sum-
mer months at his country estate, Ivanovka. In October he set sail for the
New World but, not having had time to learn the piano part, he resorted to
practicing on a “dumb” (silent) piano he took on board with his baggage. The
concerto was greeted warmly, though not rapturously, at its premiere on
November 28, 1909, with Walter Damrosch conducting the New York
Symphony Orchestra. As soloist Rachmaninoff also performed the concerto
with Gustav Mahler conducting the New York Philharmonic, on which occa-
sion Rachmaninoff was enormously impressed with Mahler’s abilities as a
conductor.

The Third Concerto proudly carries a reputation for being one of the
most difficult, expansive, brilliant and romantic in the repertory of piano con-
certos. It is also one of Rachmaninoff’s longest and structurally most complex
orchestral works. Many of the concerto’s melodic ideas have their seeds in the
opening motif. In addition, there is a strong interrelation between the move-
ments, as material in each movement recurs in varied form in succeeding
movements. In mood and style, the music is thoroughly grounded in the nine-
teenth-century Russian romantic tradition.

The Concerto opens with a disarmingly simple theme. Rachmaninoff
said that it “wrote itself ... I wanted to ‘sing’ the melody on the piano, as a
singer would sing it.” However, a musicologist-friend of the composer, Joseph
Yasser, believed the theme was derived from an ancient monastic chant of
the Russian Orthodox Church, a claim Rachmaninoff denied. The second
subject consists of a gently playful staccato idea for the orchestra answered
by the soloist, from which evolves a broadly lyrical theme in the piano. The
development section begins as did the opening, with the soloist becoming
increasingly predominant. A cadenza of prodigious difficulty and enormous
proportions contains within it the movement’s recapitulation, a most unortho-
dox procedure. An alternate view holds that the recapitulation consists only
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of the brief epilogue beginning with the restatement of the opening bars of
the movement, shared by piano and orchestra. Musicologist Michael
Steinberg consolidates the two positions by observing that “the leisurely sing-
ing of the melody leads with extraordinary compressions and encapsulations
to a final page in which fragments of themes ghost by in a startling amalgam
of epigram and dream.”

The slow movement reveals Rachmaninoff at his most melancholic,
rhapsodic and nostalgic. The languid principal theme is reworked though a
series of variations, a simple enough procedure in view of the structural com-
plexities of the outer movements. This fact, as well as the generally more
relaxed mood, may well have been responsible for the movement’s title
“Intermezzo.” Near the end is a faster, scherzando passage whose woodwind
lines are melodically related to the first theme of the first movement. The
darkly melancholic mood of the closing pages is abruptly banished by a bril-
liant flourish, and the third movement is launched without pause.

Themes as well as rhythmic patterns of this expansive finale are largely
derived from or related to material of the first movement. The finale abounds
in energetic rhythms, bravura flourishes, scintillating passage work and bril-
liant effects for soloist and orchestra alike, although Rachmaninoff does not
fail to include a characteristically lyric, soaring theme as well. The long coda
provides a fitting conclusion to a grandiose concerto.

Shostakovich:
Symphony No.5 in D minor, op.47

I Moderato

I Allegretto

Il Largo

IV Allegro non troppo

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

Many of the works we today hail as masterpieces suffered difficult birth
pangs. But Shostakovich’s Fifth Symphony sprang into the world fully accept-
ed. In this case, there is a double irony, for the composer managed to please
two entirely different, in fact, diametrically opposed, ideological fronts simul-
taneously, right from the symphony’s premiere on November 21, 1937 in
Leningrad (today St. Petersburg again): 1) Soviet officialdom, which was
demanding from Shostakovich music free of “formalistic perversion,” that is,
music easily intelligible to the Soviet masses; 2) those who believed in the
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mandate for a creative artist to produce only according to the dictates of his
esthetic impulses and personal convictions.

Shostakovich subtitled his symphony “A Soviet Artist’s Reply to Just
Criticism” as a palliative to the heavy-handed government critics who had
mercilessly railed at his opera Lady Macbeth of Mtsensk and other works.
Further for the benefit of Soviet officialdom, Shostakovich claimed that the
symphony had as its theme “the making of a man. ... The finale is the optimis-
tic solution of the tragically tense moments of the first movement.”

Government officials swallowed the hypocrisy. The composer’s true
feelings were revealed to the public, at least in the West, only years later: “I
never thought about any exultant finales, for what exultation could there be?
The rejoicing is forced, created under threat.” Occupying a middle ground
between the forces of the exhilarated and the bitter we might simply take the
traditional romantic view of a big symphony as a generalized portrayal of
conflict and struggle leading to triumph, as seen in such works as the Fifth
Symphonies of Beethoven, Tchaikovsky and Mahler.

Needless to say, one is free to accept or reject any or all of these inter-
pretations, and to listen to the symphony only as an abstract configuration of
purely musical components.

The work abounds in extended but easily recognizable and memorable
themes that lend themselves to fragmentation and development. There are
passages of haunting beauty (the closing pages of the first movement espe-
cially, described by one writer as “strange spatial loneliness” ); pressing inten-
sity (the inexorable build-up to the climax of the third movement); mordant
wit (the cumbersome, grotesquely ponderous effect of the opening of the sec-
ond movement, set off by squealy high woodwinds a moment later); strident
militarism (the sardonic march in the first movement or the principal theme of
the finale); and an almost unlimited number of imaginative and inventive
orchestral effects: fanfares, extremes of range (the finale’s coda begins with
horns in unison playing the lowest note but one in the entire repertory for
that instrument), prominent use of piano and celesta, wide leaps with mis-
chievous effects, unexpected contrasts of high/low and loud/soft, and cham-
ber-music delicacy contrasted with massive tuttis.

Regardless then of the ideological, philosophical, or musical preconcep-
tions and attitudes one brings to bear on Shostakovich’s Fifth Symphony, the
music has shown itself capable of both absorbing and transcending them all,
and in so doing, has secured for itself a secure niche in the pantheon of the
world’s greatest and most popular symphonies.

For a profile of Robert Markow, see page 23.
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TMSO Special “Beethoven's 9th”

TMSC RREMEZ IV Y —MR—IU

2021&1 2%245 (&) 190055/,\

Fri. 24 December 2021, 19:00 at Tokyo Metropolitan Theatre

‘ BRRVIEREE
202121 2825804 14008

Sat. 25 December 2021, 14:00 at Tokyo Bunka Kaikan

‘ YR —hR—)L

\
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Sun. 26 December 2021, 14:00 at Suntory Hall

1512 @ KEFF0L Kkazuhi oNO, Conductor
VS @ I\PA[EF  Atsuko KOBAYASHI, Soprano
XVVTFS/ @ BMBAF  Akiko TOMIOKA, Mezzo-Soprano
F/=)U @ 5% I5 Takumi YOGI, Tenor
NUNY @ 5BKZEEE  Yuma SHIMIZU, Baritone
BEkEE @ &/ \EEI\'&I Yoshinao KIHARA, Chorus Master
&8 @ —EARBIER Nikikai Chorus Group, Chorus
IV —hYR9— @ %%Béﬁz Tatsuya YABE, Concertmaster

N—h—DJ1Y | TEHFEIE —1H op.125 (GIER) 659

Beethoven: Symphony No.9 in D minor, op.125, “Choral”

[ Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai
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Atsuko KOBAYASHI

Soprano

INMETF
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©Yoshinobu Fukaya
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Atsuko Kobayashi graduated from Tokyo University of the Arts and obtained a Master's degree
at the same university. She studied in Italy. Kobayashi performed in Madama Butterfly at
Fujiwara Opera, Teatro Comunale Tommaso Traetta, and Teatro Curci. She sung in Tosca,
Walkdre, and Don Carlo at New National Theatre, Tokyo. She is a member of Fujiwara Opera.

Akiko TOMIOKA

Soprano
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Akiko Tomioka graduated with her Bachelor's and Master's Degrees from Tokyo University of
the Arts. She studied at Conservatorio di Musica "Arigo Boito" di Parma, Italy. She has sung at

Saito Kinen Festival in Matsumoto, Teatro Regio di Parma, Rossini Opera Festival in Pesaro,
Nikikai Opera, and New National Theatre, Tokyo. She is a member of Nikikai.
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Takumi YOGI

Tenor
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Takumi Yogi graduated from Kunitachi College of Music and obtained a Master's degree at the
same college. He studied in Bologna. Yogi won the 1st prize at Tokyo Music Competition in
2008. He performed in Idomeneo at Tokyo Nikikai Opera, Das Rheingold at Biwako Hall, and
Otello at New National Theatre, Tokyo. He is a member of Nikikai.

Yuma SHIMIZU

Baritone

BKEE

NU K>

©Renato Morselli

EIUSERFRE, BAERET. F13ERREEXIVI-IVE . RELIXE
BARSMABZRE, MUTnERMRs/MHERIEIHMES, O—L = 2—YvD T»
VT3 VESE S UORNO—Z v IBISAER A RSUHERR IC TfigEREs, /L0 -
JTU—FIBE [RY - NXT0—-U] 94 bLO—)bc3a—0Ov/V- FE1—, RO—
Z WA [HEE] YIILEYTREBIBTE 21— ERZHR [IVikAY—] [T7
RS wT] [CHE. —HasE.

Yuma Shimizu graduated with his Bachelor's and Master's Degrees from Kunitachi College of
Music. He won the 1st prize at Tokyo Music Competition in 2015. Shimizu studied in Bologna.

He performed in Don Paspuale at Teatro Carlo Felice (Genova), La Traviata at Teatro Comunale
di Bologna, Tannhaduser and Falstaff at Tokyo Nikikai Opera. He is a member of Nikikai.
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Nikikai Chorus Group - chorus
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Nikikai Chorus Group, the first professional chorus group in Japan, was established in 1953.
Centering its activities in opera performances, Nikikai Chorus Group also makes guest appear-
ances with major orchestras, gives original concerts and performs in schools. The chorus

appears regularly with the Tokyo Metropolitan Symphony Orchestra at concerts of Beethoven’s
Symphony No.9.

Yoshinao KIHARA

Chorus Master
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Yoshinao Kihara obtained a master’s degree at Universitat der Kinste Berlin and Universitat fur
Musik und darstellende Kunst Graz. He is Principal Conductor of The Philharmonic Chorus of
Tokyo. Kihara teaches at Kunitachi College of Music and its graduate school, and Nikikai Opera
Institute as a lecturer.
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O Freunde, nicht diese Téne!
Sondern la3t uns angenehmere
anstimmen, und freudenvollere!

(Beethoven)

Freude, schoner Gotterfunken,
Tochter aus Elysium,

Wir betreten feuertrunken,
Himmlische, dein Heiligtum.
Deine Zauber binden wieder,
Was die Mode streng geteilt;
Alle Menschen werden Bruder,
Wo dein sanfter Fligel weilt.

Wem der groBe Wurf gelungen,
Eines Freundes Freund zu sein,
Wer ein holdes Weib errungen,
Mische seinen Jubel ein!

Ja, wer auch nur eine Seele

Sein nennt auf dem Erdenrund!
Und wer's nie gekonnt, der stehle
Weinend sich aus diesem Bund!

Freude trinken alle Wesen

An den Brusten der Natur;

Alle Guten, alle Bésen

Folgen ihrer Rosenspur.

Kisse gab sie uns und Reben,
Einen Freund, gepruft im Tod;
Wollust ward dem Wurm gegeben,
Und der Cherub steht vor Gott.

Froh, wie seine Sonnen fliegen,
Durch des Himmels pracht'gen Plan,
Laufet, Brider, eure Bahn,

Freudig wie ein Held zum Siegen.

Seid umschlungen Millionen!
Diesen Kuf der ganzen Welt!
Briider! itberm Sternenzelt
MuSB ein lieber Vater wohnen.

Ihr stiirzt nieder, Millionen?
Ahnest du den Schopfer, Welt?
Such’ ihn tiberm Sternenzelt!
Uber Sternen muf3 er wohnen.

(Schiller ,,An die Freude®)
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Program notes by Robert Markow

Beethoven:
Symphony No.9 in D minor, op.125, "Choral"

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai

Ludwig van Beethoven: Born in Bonn, December 17, 1770; died in Vienna, March
26, 1827

In its grandeur, elemental power, cosmic scope and affirmation of the
universal human spirit, Beethoven’s Ninth (THE Ninth) embraces a world of
emotional expression ranging from deep pathos to exultant joy, from demonic
fury to seraphic tranquility, from motoric energy to beatific stasis. The span of
this seventy-minute work seems to depict a vast structure forming “before our
ears” ... its opening moments as coming “out of the void,” as Cleveland
Orchestra annotator Klaus G. Roy put it. “Fragments begin to cohere; themat-
ic atoms and molecules form larger structures. To most listeners, the same
sense of awe, wonder and mystery that accompanies contemplation of the
starry night applies to the Ninth.”

Twelve years separated the completion of Beethoven’s final symphony
from the Eighth (1812). Ideas, sketches and fragments had coalesced over a
period of many years, but work commenced in earnest only in 1822. The
symphony was finished in early 1824, and the premiere took place on May 7
of that year. Having decided to incorporate Schiller’s ode “An die Freude”
into his Ninth Symphony, Beethoven struggled greatly to find the proper way
to introduce the vocal element into an otherwise purely instrumental sympho-
ny. His solution consisted of an instrumental introduction in which brief refer-
ences to the three previous movements are peremptorily rejected by a recita-
tive-like passage for cellos and basses. This “recitative” presents the musical
material for the first vocal entry (baritone), which proclaims, “Oh friends, not
these tones! Let us sing of more pleasant and joyful things,” whereupon the
famous theme, formerly played by the orchestra, is now sung ( “Freude,
schoner Gotterfunken” ). This theme, of almost naive simplicity, caused
Beethoven no end of difficulty. Dozens of variants are found in his
Sketchbooks, leading to the final, perfected form he retained.

The symphony’s opening is one of the most famous in the repertory.
Barely a moment is required for the listener to recognize that mood of hushed
expectancy, created by the sound of stark fifths in the horns, the strange rus-
tling in the lower strings, and the violins’ thematic fragments that soon
coalesce into a mighty unison outburst for the full orchestra. Though laid out
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in sonata form (exposition — development — recapitulation — coda), the
movement contains a wealth of thematic ideas, and is far too complex to dis-
cuss in terms of the traditional contrasting first and second themes. The prin-
ciple of continuous growth pervades instead, with much of the musical mate-
rial distinguished by its rhythmic rather than melodic interest. The develop-
ment section involves a lengthy working out of the principal theme (the initial
unison outburst). The approach of the recapitulation is signaled by two
immense, terrifying statements of the principal theme in D major over rum-
bling timpani. Leo Treitler writes of the “horrifying brightness that the major
mode can have. It is, all in all, the shock of being now pulled into the opening
with great force, instead of having it wash over us.” The movement ends with
an apocalyptic vision.

For the first and only time, Beethoven precedes the slow movement of a
symphony with the Scherzo, a plan Bruckner was to follow seventy years
later in his own Ninth (also in D minor). As music of relentless, driving power,
the Scherzo is unsurpassed. This huge structure consists of a sonata-form
Scherzo with two important themes. But like the first movement, this is any-
thing but a conventional sonata form. The rhythmic pattern hammered out in
the opening bars and its characteristic octave drop pervade the fugally devel-
oped first theme, in addition to becoming the accompaniment pattern to the
robust and joyous second theme heard in the unison woodwinds. The central
Trio section brings much-needed relief — a breath of fresh air and sunlight.
Brighter colors, the major mode and more transparent textures all serve to
contrast the Trio with the demonic power of the Scherzo, which is then
repeated in full.

The Adagio movement, one of the most sublime ever written, stands in
stark contrast to the propulsive energy and forbidding grimness of the previ-
ous movements. Two lyrical and well-contrasted themes of transcendent
beauty are alternately elaborated in a double variation form. A mood of quiet
exaltation and profound peace reigns by the closing pages, only to be shat-
tered by one of the most horrendous outbursts in all music.

After the finale’s long instrumental antecedent is finished, the movement
unfolds in free variation form. Beginning with the baritone soloist’s first stan-
za, the “Ode to Joy” moves through a series of highly varied treatments: twice
for solo vocal quartet (followed by choral response); a Turkish march featur-
ing characteristic “Turkish” instruments — triangle, bass drum, piccolo — with
tenor solo; an elaborate orchestral fugue answered by a mighty choral affir-
mation of the “Ode to Joy” ; a stately new theme beginning with “Seid
umschlungen, Millionen” (Andante maestoso), initially for male chorus and
trombones, which in the following section (Allegro energico) combines with
the “Ode to Joy” in a great double fugue; a spirited vocal quartet introduced
by skittering violins, and joined later by full chorus. This leads to the famous
cadenza for the soloists, where the operatic implications of voices joining
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orchestra are fully exploited. Each soloist climbs to the top of his or her
range. In a final burst of frenzied joy, The Ninth ends in the realm of Elysium,
light years removed from the cares and toils of daily life.

Beethoven scholar Maynard Solomon, in an address in Detroit some
years ago, summed up the import of Beethoven’s Ninth in these words:
“Beethoven’s life and his art can be envisaged as a search for Elysium, for
‘one day of pure joy,” for fraternal and familial harmony, as well as for a just
and enlightened social order. With the ‘Ode to Joy’ of the Ninth Symphony
that search found its symbolic fulfillment.

“Beethoven’s Ninth has been perceived by later generations as an
unsurpassable model of affirmative culture, a culture which, by its beauty and
idealism, some believe, anesthetizes the anguish and the terror of modern life,
thereby standing in the way of a realistic perception of society ... If we lose
the dream of the Ninth Symphony, there may remain no counterpoise against
the engulfing terrors of civilization, nothing to set against Auschwitz and
Vietnam as a paradigm of humanity’s potentialities.”

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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