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John Axelrod was formerly Music Director and Chief Conductor of Luzerner Sinfonieorchester
und Luzerner Theater, Music Director of Orchestre National des Pays de la Loire and Royal
Seville Symphony, and Principal Conductor of Orchestra Sinfonica di Milano Giuseppe Verdi.
He was appointed as Principal Guest Conductor of City of Kyoto Symphony in April 2020.
Axelrod has appeared with orchestras including Gewandhausorchester Leipzig, Orchestre de
Paris, London Philharmonic, Orchestra dellAccademia Nazionale di Santa Cecilia, Danish Na-
tional Symphony, Los Angeles Philharmonic, Philadelphia Orchestra, and Chicago Symphony.
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Fri. 11 February 2022, 14:00 at Suntory Hall

1518 @ 23>/ 7 Jt)UOYR  John AXELROD, Conductor

Jr4#4U> @ BH 1L\ Coco TOMITA, Violin
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Tchaikovsky: Polonaise from Eugene Onegin
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Glazunov: Violin Concerto in A minor, op.82

A& / Intermission (20 %3)
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Tchaikovsky: Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
I Andantino in modo di canzona

Il Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco
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The UK based Japanese violinist Coco Tomita is a winner of BBC Young Musician 2020
Strings Category. Previously, she won various other prizes including Golden Medals at Vienna
International Music Competition and Berliner International Music Competition, Carl Flesch
Prize at Carl Flesch Academy, and the 1st prize at Eastbourne Symphony Orchestra Young
Soloist Competition. At the age of ten, Coco made her debut at Cadogan Hall, London with
Southbank Sinfonia. Since then, she has performed in numerous prestigious international ven-
ues. Coco studied at Yehudi Menuhin School with Natalia Boyarsky and Lutsia Ibragimova.
She is studying at Hochschule fur Musik Hanns Eisler Berlin with Kolja Blacher.
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Program notes by Robert Markow

Tchaikovsky:
Polonaise from Eugene Onegin

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St.
Petersburg, November 6, 1893

Eugene Onegin, set to a narrative poem by Pushkin, is the fifth of
Tchaikovsky’s ten complete operas, and remains his best known by a good
margin. It received its first professional production in Moscow on January 23,
1881 (a student production had been given two years earlier). Seldom have
art and life been so closely mirrored as in this work; it is virtually a page from
the composer’s own biography, a story of thwarted love, isolation, disappoint-
ment and the powerful expression of deep emotions.

Though most of the story takes place on a personal, intimate level, the
Polonaise is set amidst the splendor of a grand ballroom in the residence of
the wealthy Prince Gremin in St. Petersburg. The scene is awash in glittering
chandeliers, elegant gowns, fashionable guests and stirring dance music,
among which is the justly famed Polonaise. Franz Liszt (inevitably, one is
tempted to add) made a piano transcription of this brilliant piece. The
Polonaise also maintains a place as an independent number in the orchestral
repertory. It introduces the opera’s third and final act. As it is a substantial
number and requires no voices, it transfers well to the concert hall as a splen-
did example of Tchaikovsky’s mastery of orchestral writing in dance music.

Glazunov:
Violin Concerto in A minor, 0p.82

Moderato - Andante - Allegro

Alexander Glazunov: Born in St. Petersburg, August 10, 1865; died in Paris,
March 21, 1936

The Violin Concerto is Glazunov’s best-known work today. Begun in
1903 and completed the following year, it was dedicated to Leopold Auer,
who gave the first performance (a private one) in St. Petersburg on March 4,
1905 with the composer conducting. To former Philadelphia Orchestra pro-
gram annotator Bernard Jacobson, this concerto “exudes a veritable summer-
vacation atmosphere of warmth, relaxation and leisured emotional breadth,”
a not surprising response as the work was indeed written at the composer’s
summer house in Oserki.
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Although cast ostensibly in three movements, the work is played with-
out interruption, and is anything but orthodox in form. Both themes of the
first “movement” are introduced by the soloist, the first orientally tinged and
heard right at the outset in A minor, the second a sweetly lyrical idea present-
ed shortly thereafter in F major. But instead of proceeding to develop these
themes, as would normally be the case in a classical- or romantic-period con-
certo, Glazunov then turns immediately to his slow “movement,” a warmly
romantic passage of restrained melancholy in D-flat major. Prominent accom-
paniment from the harp is a feature of this passage. Only after this Andante
interruption do the two main themes of the first section return in a passage
that combines elements of both development and recapitulation. An exten-
sive cadenza of great difficulty provides the link to the Finale, an Allegro in A
major ushered in by rousing trumpet calls. This is a joyous, lively affair, full of
dance rhythms, brilliant orchestration (note the prominent use of piccolo, tri-
angle, harp and glockenspiel) and ample opportunity for the soloist to indulge
in technical display.

Tchaikovsky:
Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
II Andantino in modo di canzona

Il Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco

Love, grief, crisis and destiny were favorite themes of the nineteenth-
century Romantic composers, and nowhere in Tchaikovsky’s life do they
occur more dramatically than in the year 1877. This was the year in which he
became involved with a neurotic young music student named Antonina
Milyukova, made the disastrous mistake of marrying her, separated just ten
days later, attempted suicide shortly thereafter, and concurrently with all this,
entered into that extraordinary relationship with Mme Nadezhka von Meck,
the wealthy patroness whom Tchaikovsky was never to meet but with whom
he exchanged what is perhaps the most famous body of correspondence in
the history of music. In 1877 he also wrote his Fourth Symphony.
Unavoidably bound up in its creation were the external events of that fateful
year.

Tchaikovsky admitted to Mme von Meck that the whole affair with
Antonina had been a farce, and that she was “a woman with whom I am not
the least in love.” Fate was to blame for bringing them together, he firmly
believed. The first performance took place in Moscow on February 22, 1878,
with Nicolai Rubinstein conducting.
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An imperious, strident fanfare opens the symphony. This motif has often
been linked to “Fate,” and reasserts itself at significant structural points
throughout the movement. Following the fanfare introduction, violins and cel-
los present a sad, languid line, in movimento di valse, full of pathos, gloom,
and rhythmic irregularities, rocking restlessly back and forth, sliding down-
ward in bleak despair, then upward in renewed hope. Woodwinds then
repeat the long theme. Tchaikovsky’s love of contrasts can be observed in the
second theme, introduced by the clarinet and continued by the cellos. Here
the rhythm is more secure, the melody more tuneful, the mood lilting and
comforting. The harsh reality of fate has been replaced by tender visions and
dreams.

To offset the harrowing dramas and intense turbulence of the long first
movement, Tchaikovsky follows it with music of lonely melancholy and nos-
talgia. His choice of the plaintive sound of the oboe to present the principal
theme represents still another example of his sure mastery of tone color.

The Scherzo brings a completely new sonority — the entire string sec-
tion playing pizzicato (plucked) in an effect reminiscent of a balalaika orches-
tra. This moto perpetuo is suddenly interrupted by an oboe playing a tune
that suggested to the composer the ditty of a drunken sailor. Then comes still
a third timbral block, the brass, softly intoning military music as if from the
distance (Tchaikovsky’s description).

Anyone who has dozed off during the Scherzo is going to be rudely
awakened by the finale’s explosive, brashly sensational opening. The second
idea is presented almost immediately by the woodwinds — a variant of a pop-
ular Russian folksong. The festive mood returns for the third theme, a quick,
march-like affair hammered out by the full orchestra accompanied by plenty
of drums and cymbals. Tchaikovsky repeats, develops and combines these
three ideas in multifarious ways. The movement’s irresistible momentum
pauses only long enough for an intrusion of the “Fate” motif. But this is quick-
ly dispelled, and the symphony roars to a deliriously joyful conclusion.

For a profile of Robert Markow, see page 36.
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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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Wed. 23 February 2022, 14:00 at Tokyo Metropolitan Theatre

5E @ j(@%ﬂ]j: Kazushi ONO, Conductor
Z)b—r @ HIRIGIT Yusuke YANAGIHARA, Flute
VY- R9— @ TUFHSTF  Kyoko SHIKATA, Concertmaster
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I Allegro moderato
I Allegretto, un poco
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Yusuke
YANAGIHARA

Flute
TMSO Principal Flute
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Yusuke Yanagihara was born in Tokyo. He graduated from Tokyo University of the Arts. In
1998, he won the 3rd prize of the Japan Flute Competition, the 1st prize of the Japan
Woodwind Competition, and the 2nd prize and Matsushita prize of Music Competition of
Japan. Yanagihara began his appointment as principal flute of Tokyo Metroplitan Symphony
Orchestra in 2004. He is a part time instructor of Tokyo University of the Arts and Musashino
Academia Musicae.
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Program notes by Robert Markow

Debussy:
Jeux, Poéme dansé

Claude Debussy: Born in Saint-Germain-en-Laye, August 22, 1862; died in
Paris, March 25, 1918

Jeux was Debussy’s last purely orchestral work, written within the span
of three weeks in August 1912. It resulted from a commission by Serge
Diaghilev for his Ballets Russes. Diaghilev’s company had presented
Debussy’s Prelude to the Afternoon of a Faun the previous May, choreo-
graphed by the fabulous dancer Vaslav Nijinsky, and the ensuing succes de
scandale spurred Diaghilev to elicit another work from the same team.

However, when Debussy learned that Nijinsky’s scenario called for a
tennis game interrupted by an airplane crash, he balked. Furthermore, there
were to be only three solo dancers, no corps de ballet, and no traditional
dances. Debussy was eventually won over with the promise of twice the orig-
inally quoted fee, but even with the removal of the airplane crash, the com-
poser was not particularly eager to work. Only financial need drove him to
comply. Yet the score he produced turned out to be both one of the most
strikingly original and one of the most influential in the history of twentieth-
century music.

What makes Jeux a compositional landmark is its approach to form and
content. Debussy deliberately avoided any reference to a logical, ordered
sequence of musical events, preferring instead to create a mosaic of frag-
ments that seemed superficially unrelated, yet held together only by a couple
of recurring and constantly changing motifs, and by a subtle inner tension
almost impossible to analyze. The effect produced was a series of fleeting,
ever-changing musical images.

In the use of orchestral color too, the score is remarkable for its rich-
ness, subtlety, and variety. Debussy employs a large orchestra, including qua-
druple woodwinds and trumpets, much percussion, a celesta, and two harps,
but uses it with great restraint. The scoring changes constantly in kaleido-
scopic hues and patterns.

The first performance of Jeux took place in Paris on May 15, 1913, con-
ducted by Pierre Monteux. The reception was decidedly cool, but it is worth
noting that just two weeks later, in the same theater (the Théatre des
Champs-Elysées), the same ballet company, the same soloists and the same
conductor were involved in the premiere of Stravinsky’s Rite of Spring, which
provoked one of the greatest scandals in music history.

As will become obvious from the ballet’s plot, the jeux (games) of the
title refer not only to tennis but to love as well. The whole affair can be as
innocent or risqué as each choreographer — or listener — wishes to make it.
After a brief introduction, the curtain rises on an empty park. A tennis ball
falls onto the stage. A young man dressed in a tennis outfit leaps across the
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stage and disappears. Two timorous girls appear. They start to dance, and
are joined by the young man who has been observing them stealthily. He
joins one of the girls, provoking mild jealousy in the other, who eventually
gets her turn at the man’s attention. The action continues as they chase,
embrace, and hide from each other. Finally the man succeeds in bringing
them all together in an ecstatic three-way kiss. Suddenly another ball bounces
in. Alarmed, the characters all scamper away.

Nielsen:
Flute Concerto

I Allegro moderato
I Allegretto

Carl Nielsen: Born in Sortelung (near Norre-Lyndelse on the island of Funen),
June 9, 1865; died in Copenhagen, October 3, 1931

Carl Nielsen represents to Denmark what Grieg does to Norway and
Sibelius does to Finland: his country’s most famous composer. In fact, Nielsen
was born in the same year as Sibelius, 1865. A preoccupation with landscape
and the beauties of nature is found in the music of all three Nordic compos-
ers. However, unlike the grim austerity of Sibelius’ music, much of Nielsen’s
output is sunny, warm and relaxed. Nielsen had a voice all his own, but he
grew up in a generation that included so many attention-grabbing personali-
ties — Ravel, Debussy, Mahler, Satie, Schoenberg, Strauss, Stravinsky — that
there was little room left in the international consciousness for conservative
music written by a quiet, simple man in Copenhagen. Almost without excep-
tion, listeners find his music immediately accessible and full of ingratiating
charm, expansive moods and diatonic harmony.

Nielsen had a special fondness for wind instruments, and wrote particu-
larly well for them. His woodwind quintet is one of the half dozen or so most
highly regarded and frequently played works in this medium. At the age of
sixty, Nielsen conceived the plan to write a concerto for each member of the
Copenhagen Wind Quintet. Failing health allowed him to complete only the
concertos for flute and clarinet, both among his most delightful works. The
Flute Concerto was composed in the summer of 1926 and given its first per-
formance on October 21 in Paris with Holger Gilbert-Jespersen as soloist.
Shortly thereafter, Nielsen revised the ending for a performance in Oslo in
November and for the first in his native Denmark the following year.

This concerto was composed in the wake of Nielsen’s dark and troubled
Sixth Symphony — a ray of bright sunlight after the despair of the symphony.
“The flute,” wrote Nielsen, “cannot belie its true nature. It is at home in
Arcadia and prefers pastoral moods. A composer must therefore fit in with its
gentle nature if he doesn’t want to be branded a barbarian.” Nielsen tailored
his concerto to the character of his soloist as well. Gilbert-Jespersen was a
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mild-mannered man “inclined to fastidious taste” (as Robert Simpson
describes him) and possessing a lively sense of humor. Nielsen accommodat-
ed all of these qualities in his concerto.

Humor in particular abounds. The first movement, as Simpson points out,
“spends all its time looking for a key.” Then there is that long, strange cadenza
during which the soloist must maintain its supremacy first over rumbling timpa-
ni, then over an intrusive clarinet. In the second movement the gently comedic
bass trombone makes its presence very much felt. Playful, witty, cheerful and
mock serious by turns, the concerto perfectly fulfills its mandate of spotlighting
the flute while not neglecting the orchestral contribution.

Ravel:
VValses nobles et sentimentales

I Modéré Il Assez lent I Modéré IV Assez animé
V Presque lent VI Vif VI Moins vif VIl Epilogue: Lent

Maurice Ravel: Born in Ciboure, Pyrénées-Atlantiques, France, March 7, 1875;
died in Paris, December 28, 1937

Like several other orchestral works of Ravel, the Valses nobles et senti-
mentales began life as solo piano music. Louis Aubert, to whom the work was
dedicated, gave the first performance on May 9, 1911 in Paris. The music, it
seems, offended some listeners for its harsh, acerbic effects — music of “steely
counterpoint and chords of flint,” in Roland-Manuel’s words. In its orchestral
transcription, created the following year, the sharp edges of the piano writing
were rounded off, biting dissonances were toned down, percussive, pianistic
effects became gentler. The first orchestral performance took place in April,
1912 (the same year as Daphnis et Chloé) as music for a ballet entitled
Adelaide, or the Language of Flowers. As a concert piece, it was first present-
ed in February of 1914 in Paris, led by Pierre Monteux.

Just as Ravel had evoked the world of eighteenth-century France in Le
Tombeau de Couperin, so did he attempt to conjure up the nineteenth-centu-
ry Vienna of Schubert in his Valses nobles et sentimentales. Schubert himself
had composed a series named (probably by his publisher) Valses nobles, Op.
77, and another named Valses sentimentales, Op. 50. In Ravel’s words, “The
title ... shows clearly enough my intention to compose a chain of waltzes in
the style of Schubert. In the place of virtuosity ... there was a style clearer,
brighter, that emphasized the harmonies and brought them into relief.” There
are eight waltzes in all, including an introductory number and an Epilogue,
mostly played without interruption.

The waltzes are alternately charming, coy, sophisticated, expansive and
elegant. Bitonality, augmented chords, chromatic progressions, unresolved
discords and rhythmic ambiguities are all found in profusion. The seventh
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waltz is the richest harmonically, the most expansive, and was Ravel’s favor-
ite. In these waltzes, writes, composer Edward Burlingame Hill, may be found
“Irony, poetry, intimate sentiment, suggestions of moods which would be frag-
ile were they not so precise. Full of elusive yet winning emotion, of exasperat-
ingly clever yet melting harmonic effects, their melodic charm is perhaps their
most insistent quality. The waltzes are unified by an Epilogue containing allu-
sions to separate numbers in a masterly summary. In these dances the some-
what improvised waltz receives a new lease on life.”

R. Strauss:
Der Rosenkavalier, Suite

Richard Strauss: Born in Munich, June 11, 1864; died in Garmisch-
Partenkirchen, September 8, 1949

In the opera Der Rosenkavalier Strauss created his greatest popular suc-
cess. At the premiere, given in Dresden on January 26, 1911 with Ernst von
Schuch conducting, the audience was treated to the charm and nostalgia of
Old Vienna in Hugo von Hofmannsthal’s exquisitely crafted libretto set to
Strauss’s irresistibly captivating music. A bewildering variety of suites and
waltz sequences from Der Rosenkavalier now exist, some arranged by
Strauss, some by others. Whether the familiar suite of 1945 was arranged by
Strauss or by someone else has never been determined, but this bothers only
a few scholars.

At the opera’s outset, an impetuous, seventeen-year-old youth,
Octavian, believes himself eternally in love with a woman twice his age, the
Marschallin. In the course of events, Octavian is asked to present a silver rose
(the symbol of betrothal) to Sophie, a sweet young girl engaged, very much
against her will, to a gauche, blustering lecher named Baron Ochs. Octavian
and Sophie fall immediately in love. Ochs is eventually disgraced and forced
to let Sophie go her way, while the Marschallin graciously renounces her love
for Octavian. The most familiar Suite from Der Rosenkavalier incorporates
the exuberant opening moments, the magical Presentation of the Rose scene,
the clangorous bedlam that occurs later in the act, theme from the heavenly
Final Trio, and of course several of the opera’s memorable waltz tunes.

No matter that the dashing Octavian is sung by a woman (mezzo-
soprano), or that the custom of presenting a silver rose was fiction, or that
waltzes were an anachronism in eighteenth-century Vienna; Strauss’s gor-
geous melodies, sumptuous orchestration, and lilting waltzes sweep listeners
into their magical orbit and send them radiantly happy into an idealized,
romanticized Vienna that never really existed.

For a profile of Robert Markow, see page 36.
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The 4th prize winner of 18th Chopin Piano Competition, Aimi Kobayashi has garnered interna-
tional acclaim for her exceptional talent. Aimi was born in 1995 in Ube, Japan. In 2015, she
became one of ten finalists at 17th Chopin Piano Competition. Aimi has performed with sev-
eral major orchestras, both in Japan and overseas, including Orchestra of the Eighteenth
Century under Frans Briggen, Moscow Virtuosi under Vladimir Spivakov, and Tonhalle-
Orchester Zirich under Kristiina Poska. Her latest recording is “Chopin Preludes - Piano
works” (2021) from Warner Classics. She is currently continuing her studies with Meng-Chieh
Liu at Curtis Institute of Music.
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Program notes by Robert Markow

Beethoven:
Piano Concerto No.4 in G major, 0p.58

I Allegro moderato
I Andante con moto
Il Rondo: Vivace

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna,
March 26, 1827

It is the nature of many concertgoers today to test the waters of new
music hesitantly and carefully. Imagine, then, the circumstances under which
Beethoven’s Fourth Piano Concerto was given its first public performance —
as one of seven (!) works all heard by the Viennese for the first time, all by
the same composer, and four of them of major dimensions. This four-hour
marathon concert took place on December 22, 1808 in Vienna’s Theater an
der Wien. It was a freezing cold evening, which meant conditions inside the
unheated hall were uncomfortable, to say the least. In addition, Beethoven’s
music was generally considered to be advanced and difficult both to play and
to understand. It was truly a daunting prospect for most concertgoers that
night. Considering the cluttered context in which the Fourth Concerto was
first heard, it is perhaps not so surprising that it failed to leave a vivid impres-
sion. It is music of a lyrical, intimate bent and with great subtlety of expres-
sion, especially in comparison with many of Beethoven’s previous works and
to other works on that marathon concert of premieres.

There are many bold, innovative and radical touches to this concerto.
The most famous and most obvious of these is the unprecedented solo intro-
duction. Up to this time, a concerto had always opened with a long exposi-
tion for the orchestra alone (actually, there was one exception: Mozart had
combined soloist and orchestra in the exposition of K. 271), but here
Beethoven gives the first five bars to the unaccompanied piano playing the
first movement’s principal theme in a mood of quiet restraint. The orchestra
responds in a harmonically remote key (another surprise), and goes on to
present and develop other themes. The soloist re-enters in a quasi-cadenza
passage, and then joins the orchestra in a closely-woven tapestry of themes,
motifs and rhythmic patterns. It is worth noting that the three-note rhythmic
cell that runs like a motto through the entire movement has its direct parallel
in the opening movement of the Fifth Symphony, which was composed con-
currently with this concerto. An abundance of trills, arpeggios, scales and
other virtuosic baggage can be found, but this material is so well integrated
into the musical structure that one never perceives it as empty showmanship.

2/28 A Series

33



34

2/28 A Series

The slow movement is, if anything, even more compelling and innova-
tive than the first. In just a little over five minutes (one of the shortest slow
movements of any well-known concerto) there unfolds one of the most strik-
ing musical dialogues ever written. Initially we hear two totally different musi-
cal expressions: the orchestra (strings only) in unison octaves — imperious,
assertive, angry, loud, angular; and the solo piano fully harmonized — meek,
quiet, legato. Over the span of the movement the orchestra by stages relents
and assumes more and more the character of the soloist. Tamed, seduced,
won over, taught, assuaged and conquered are some of the terms used to
give dramatic or literary interpretation to this remarkable musical phenome-
non.

The rondo finale steals in quietly, without pause, bringing much-needed
wit, charm and lightness after the tense, dark drama of the slow movement.
Trumpets and timpani are heard for the first time in the work. Like the first
movement, it is full of interesting touches, including a rhythmic motto and a
sonorous solo passage for the divided viola section. A brilliantly spirited coda
brings the concerto to its conclusion.

Shostakovich:
Symphony No.10 in E minor, 0p.93

I Moderato

I Allegro

I Allegretto

IV Andante - Allegro

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

Although Dmitri Shostakovich wrote music in all genres, it was as a com-
poser of symphonies and string quartets that he was best known in the West
during his lifetime. From the vantage point of nearly half a century after his
death, this assessment remains unchallenged. In this regard, he can be compared
to Haydn, but not even Haydn’s symphonic creativity lasted as long as
Shostakovich’s. From his First Symphony, written as a diploma exercise at the St.
Petersburg Conservatory in 1924-25, to his Fifteenth of nearly half a century
later, Shostakovich left an indelible mark on the twentieth century as one of its
greatest symphonists, comparable to Beethoven in the nineteenth, some would
contend.

The world premiere in Leningrad (today St. Petersburg again) of the Tenth
Symphony on December 17, 1953, conducted by Yevgeny Mravinsky, and the
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subsequent performance in Moscow twelve days later, won exuberant public
acceptance. The official world reserved judgment until it had studied the work at
an extensive three-day seminar the following spring. Boris Schwarz described the
proceedings in his invaluable book Music and Musical Life in Soviet Russia,
1917-1970 as follows: The debate “seemed to transcend the significance of the
work and centered on a vital principle: the right of an artist to express himself,
individually rather than collectively, subjectively rather than objectively, without
bureaucratic interference and tutelage.” The committee decided in
Shostakovich’s favor (the symphony was billed as an “optimistic tragedy” !), and
he was later named “People’s Artist of the U.S.S.R.,” the highest artistic honor
awarded by the Soviet Union. The Tenth Symphony went on to worldwide fame
and is now, along with the First and Fifth, the most frequently heard of the
composer’s symphonies.

Shostakovich’s command of musical material is seen at its finest in the
opening pages. Working with little more than a six-note motif, he presents a long
(sixty bars), quiet passage for strings alone. Melodic elements of this passage will
be found in all four movements of the symphony. The scope and darkly brood-
ing quality of this music have led some to describe it as Faustian. “Music of wan-
dering, drifting,” is musicologist Michael Steinberg’s description. Finally the clari-
net enters with the second subject, an infinitely sad yet lyrical idea that slowly
unwinds, growing by small increments to the first of the movement’s big climax-
es. Eventually a third subject is introduced - a languid, waltz-like theme first
heard in the somber low range of the flute. Each of these ideas is extensively
developed alone, then in various combinations against a background of inexora-
ble growth, leading to ever-more intense climaxes. The movement closes quietly,
as it began.

The breathless silence that ends the first movement could not stand in
greater contrast to what follows. For sheer demonic fury and searing, white-hot
intensity, there are few moments in all music to match this symphony’s second
movement, the musical equivalent of a tornado ride through hell. Though only
four minutes in length, it inevitably leaves the listener emotionally drained by the
time the last wall of sound has roared to an abrupt stop.

If the first movement is the symphony’s most awesome in design, and the
second its most viscerally exciting, the third might be considered the philosophi-
cal centerpiece. A gentle, folklike tune for strings alone sets things in motion,
beginning with the same series of three pitches that opened each of the previous
movements. A sinister, dance-like tune intrudes, written for the entire woodwind
choir accompanied only by timpani and triangle. At length a new element enters
the picture: a five-note call announced by the solo horn. This call is heard a total
of a dozen times, ranging from assertive to manic (all four horns in unison) to
feeble (the last few statements are but mere echoes). Also pervading this move-
ment is the composer’s musical signature, a four-note motif derived from his
name in German orthography: DSCH (Dmitri SCHostakowitsch), in which “S”
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corresponds to “Es” (E-flat in English) and “H” to B natural; hence, D, E-flat, C, B,
or its equivalent in various transpositions.

The finale opens with one of the longest slow introductions in the entire
symphonic repertory, amounting almost to a movement in itself. The mood of
the Andante is tense, ominous, foreboding. Extended solos for woodwinds inten-
sify the mood of haunting loneliness. Suddenly all anxiety is thrusted aside with
the intrusion of a sprightly, affirmative theme in the violins (Allegro). Churning
strings, brass fanfares, and a sinister military march derived from material in the
second movement all contribute to the summation and resolution of inner con-
flicts spanning fifty minutes of music. The symphony ends in E major, with the
DSCH motif exultantly proclaimed by horns, trombones and timpani in turn.

Robert Markow’s musical career began as a homn 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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