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Sachio Fujioka is currently Principal Conductor of Kansai Philharmonic and Principal Guest
Conductor of Tokyo City Philharmonic. He was born in Tokyo in 1962. Fujioka graduated from
Royal Northern College of Music in Manchester. He has appeared with orchestras including
BBC Philharmonic, Royal Philharmonic, Royal Liverpool Philharmonic, and RTE National Sym-
phony. Fujioka was formerly Principal Conductor of Manchester Camerata and Conductor of
Japan Philharmonic. He was the recipient of 2002 Akeo Watanabe Foundation Music Award.
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518 @ FEMMTER sachio FUJIOKA, Conductor
JFAAUY @ it FZE Ayana TSUJL Violin
IV —hY 29— @ IR KE Tomoshige YAMAMOTO, Concertmaster

T—Y7IUNTB] [TJ4HODFEIE] FBHH K492 @

Mozart: Overture to Le Nozze di Figaro, K.492

FrADATRAF—IrAFUVRER ZKHH op3s @79

Tchaikovsky: Violin Concerto in D major, op.35

I Allegro moderato - Moderato assai
I Canzonetta: Andante
I Finale: Allegro vivacissimo

A& / Intermission (20 %)

R+ )L —7 M 8 T MR op.88 379)

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

I Allegro con brio

I Adagio

I Allegretto grazioso

IV Allegro ma non troppo

i NRHEEARTEZERLT
R - REMEEARATIXIE - 3227 «ME

BRI S AR PEDR/B TY.

4/13 Chofu 11



12

4/13 Chofu

Ayana TSUJI

Violin
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©Makoto Kamiya
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Ayana Tsuji is one of the most promising young violinists of Japan. She won the 1st prize at
2016 Concours musical international de Montréal. Ayana graduated from Tokyo College of
Music, where she has studied with Kenji Kobayashi, Toshiko Yaguchi, Kimiko Nakazawa,
Machie Oguri, Koichiro Harada, and Régis Pasquier. She has performed with orchestras such
as Orchestre symphonique de Montréal, Orchestre de la Suisse Romande, Vietnam National
Symphony, Tokyo Metropolitan Symphony, NHK Symphony, and Yomiuri Nippon Symphony.
Ayana plays on the Joannes Baptista Guadagnini 1748, generously on loan from NPO Yellow
Angel.
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Program notes by Robert Markow

NMozart:

Overture to Le Nozze di Figaro, K.492
(Overture to The Marriage of Figaro, K.492)

Wolfgang Amadeus Mozart: Born in Salzburg, January 27, 1756; died in Vienna,
December 5, 1791

“Is there any music in all the world as fresh as the Overture to The Marriage
of Figaro?” asks Edward Downes in his New York Philharmonic annotation. From
the first quiet murmur of the strings and bassoons to the last brilliant fanfare of
horns, trumpets and drums, the Figaro overture represents the kind of music of
which Salieri, aghast in wonderment, spoke in the film Amadeus: “Displace one
note and there would be diminishment; displace one phrase and the structure
would fail!”

The Marriage of Figaro received its premiere at Vienna’s Burgtheater on May
1, 1786 to a mixed reception, but it was Prague that truly took this comedy of man-
ners to its heart. Mozart attended a performance there less than a year after its
Viennese premiere and reported: “I looked on with the greatest pleasure while all
these people flew about in sheer delight to the music of my Figaro ... they talk of
nothing but Figaro. Nothing is played, sung or whistled but Figaro. No opera is
drawing audiences like Figaro.” Introducing this great work of mirth and truth is a
four-minute overture of scintillating brilliance, irrepressible charm and formal per-
fection.

Tchaikovsky:
Violin Concerto in D major, op.35

I Allegro moderato - Moderato assai
II Canzonetta: Andante
Il Finale: Allegro vivacissimo

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

“The Russian composer Tchaikovsky is surely not an ordinary talent, but rath-
er an inflated one, with a genius-obsession without discrimination or taste. Such is
also his latest, long and pretentious Violin Concerto. For a while it moves soberly,
musically, and not without spirit. But soon vulgarity gains the upper hand ...
Friedrich Vischer once observed, speaking of obscene pictures, that they stink to
the eye. Tchaikovsky’s Violin Concerto gives us for the first time the hideous notion
that there can be music that stinks to the ear.”

Incredible as it may seem today, these were the words that greeted the world
premiere of Tchaikovsky’s Violin Concerto in Vienna in December of 1881. The
quotation is by the notorious critic Eduard Hanslick, but eight of the ten reviews
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that appeared in Vienna voiced much the same sentiment.

The circumstances leading to the concerto’s first performance were hardly
auspicious. Tchaikovsky composed the work during March and April of 1878, while
staying at Clarens, on Lake Geneva, Switzerland. There he was visiting his compo-
sition student, Yosif Yosifovich Kotek, who was at the time undertaking a cure for
tuberculosis, and who was the one responsible for introducing Tchaikovsky to the
wealthy patroness Nadejda von Meck. But Kotek expressed dissatisfaction with the
second movement, and Tchaikovsky replaced it with an entirely different one.

Madame von Meck was not entirely pleased by the concerto either. But the
biggest blow was probably the rejection from the celebrated virtuoso and teacher
Leopold Auer, to whom the work was originally dedicated. Auer pronounced it
unplayable. Not until nearly four years after its completion did Adolf Brodsky take
up its cause, giving the first performance not in Russia but in Vienna. He was
daunted neither by its technical difficulties nor by the dismal critical reception.
Tchaikovsky rewrote the dedication to Brodsky, who went on to perform the con-
certo in London, and then to Moscow, eventually winning public support for it.
Even Auer, in his old age, finally saw its merits; the concerto would become one of
the mainstays in the repertories of his prodigies, including Mischa Elman, Jascha
Heifetz and Efrem Zimbalist. Today’s students readily master yesterday’s most
fiendish difficulties, and Tchaikovsky’s Violin Concerto is now one of the two or
three most popular works in the genre.

Although full of bravura passage work, the concerto also contains a wealth of
pure romantic lyricism for which Tchaikovsky is so noted. The first movement
boasts both a lyrical first and second theme, and even the cadenza emphasizes the
expressive over the virtuosic. The second movement, subtitled “Canzonetta,” has a
certain melancholic wistfulness to it — soulful though not mournful. The muted solo
violin presents the first folklike theme. This brief movement is followed without
pause by the exhilarating Finale, whose themes suggest Russian dance tunes and
rhythms, especially the trepak.

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

I Allegro con brio

I Adagio

Il Allegretto grazioso

IV Allegro ma non troppo

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

The genial, carefree spirit of Dvofdk’s Symphony No. 8 has endeared it to
generations of concertgoers. Its prevailing happy spirit, idyllic moods and evoca-
tions 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,
Mabhler’s Fourth, and Brahms’s Second.

Dvoték 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
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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
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. Dvorak 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 set-
ting, which both composers credited with stimulating their creative urges to a
greater degree than usual. Closely paralleling Dvofdk’s comment quoted
above, Brahms remarked that the lake country around Poértschach-am-See,
where he composed his Second Symphony, was a place where “so many mel-
odies 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 intro-
duction? 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 leap-
ing octaves in the cellos? No matter, really. The point is that Dvofék did incor-
porate 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 sol-
emn 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. Dvorak 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 care-
free theme in the cellos. Simple and natural as the theme sounds, it caused
Dvorédk much difficulty. He wrote ten different versions of it before he was
satisfied. (Beethoven’s “Ode to Joy” theme underwent a similar metamorpho-
sis.) Dvorék then builds a set of variations on this theme, including an exuber-
ant 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 sub-
sides, Dvorék returns to the peaceful world of the principal theme, which
undergoes further variations. A rousing coda brings the symphony to a bril-
liant close.

For a profile of Robert Markow, see page 30.
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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 September 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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Thu. 21 April 2022, 19:00 at Tokyo Opera City Concert Hall
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Subscription Concert No.948 A Series
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Fri. 22 April 2022, 19:00 at Tokyo Bunka Kaikan

5E @ j(@%ﬂ]i Kazushi ONO, Conductor
E7/ @ FEHER mao FUIITA, Piano
VY —hYRY9— @ FEBESL Tatsuya YABE, Concertmaster

21— T /GER A 4558 op.54 G149

Schumann: Piano Concerto in A minor, op.54

I Allegro affettuoso
I Intermezzo: Andantino grazioso
I Allegro vivace

%8 / Intermission (20 93)
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R.Strauss: Ein Heldenleben, op.40
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Mao FUJITA
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Mao Fujita was born in Tokyo in 1998. In 2017, He won the 1st prize at Concours
International de Piano Clara Haskil. In June 2019, he won the 2nd prize at International
Tchaikovsky Competition and performed with Gergiev at the final Gala. Mao played with
orchestras including Minchner Phitharmoniker, Israel Philharmonic, Royal Phitharmonic, and
Filarmonica della Scala under batons of Gergiev, Eschenbach, V. Petrenko, and Chailly in
2021/22 season. In 2021, Mao signed a worldwide contract for exclusive recording with Sony
Classical.
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Program notes by Robert Markow

Schumann:
Piano Concerto in A minor, op.54

I Allegro affettuoso
II Intermezzo: Andantino grazioso
Il Allegro vivace

Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich, July 29, 1856

“I cannot write a concerto for the virtuosos — I must plan something else.”
These words, written in 1839 to his future wife Clara Wieck, embody Robert
Schumann’s attitude towards piano writing. In an age addicted to the showy glitter
and bravura displays of pianists like Liszt and Thalberg, it is not surprising that
Schumann’s concerto did not capture the public fancy. Following the first perfor-
mance, Clara received the questionable compliment of “praiseworthy efforts to
make her husband’s curious rhapsody pass for music.” Due to the importance of
the orchestral contribution, Liszt called it a “concerto without piano.” The work
remained for the most part unappreciated until the twentieth century, by which
time audiences finally recognized its true worth.

Schumann made three attempts to write a piano concerto before achieving
success: one in F minor, 1829; one in F major, 1830; and one in D minor, 1839.
(There was even a fourth, if we count the Piano Sonata No. 3 of 1835-36, subtitled
“Concerto without Orchestra.” ) In 1841, Schumann brought forth a single-move-
ment work he called Phantasie, which was destined to become the first movement
of the Piano Concerto in A minor. The exuberance, freshness and poetry of this
Phantasie all reflect Schumann’s great personal happiness in life with his new wife.
Its deeply lyrical impulses may also be seen as an extension of the previous year’s
outpouring of songs (well over a hundred); Musicologist Klaus G. Roy calls it “noth-
ing if not an effusion of song-without-words.”

Furthermore, Schumann finally achieved his goal of combining successfully
piano and orchestra. Clara recognized this quality immediately, and commented:
“The piano is most skillfully interwoven with the orchestra — it is impossible to
think of one without the other.”

But publishers were not impressed, and no one was interested in printing this
single-movement work. Schumann tried using different titles, including Allegro
affettuoso and Concert Allegro, to no avail. Flashy concertos were in vogue; sub-
tle, poetic Fantasies were not. Four years later he wrote two additional movements
called Intermezzo and Finale, which became the concerto’s second and third
movements. Clara Schumann was soloist in the world premiere on December 4,
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1845 in the auditorium of the Hotel de Saxe (a private affair), and the Schumanns’
friend Ferdinand Hiller, to whom the concerto was dedicated, conducted. The score
was published the following year.

Schumann dispenses with the traditional orchestral exposition found in classi-
cal concertos. Instead there is a peremptory “shout” from the full orchestra, fol-
lowed by a cascade of chords from the soloist. A wistful, plaintive theme from the
solo oboe — as tenderly lyrical and poetic an idea as any Schumann ever con-
ceived — is taken up immediately by the piano, indicating at this early stage the
close relationship that will prevail between soloist and orchestra.

The coy, playful, four-note idea that figures prominently in the opening sec-
tion of the Intermezzo is really no more than a cleverly disguised fragment of the
familiar first-movement theme. One of the most ravishing passages in the whole
concerto is the Intermezzo’s central episode featuring cellos in a theme of soaring
lyricism and romantic passion.

Following the return of the Intermezzo’s opening material comes a short
bridge passage which contains the embryo of the Finale’s main theme. This, to no
one’s surprise by now, is also generated by the fertile theme from the first move-
ment. The most notable feature of the movement may well be the recurring second
theme with its tricky syncopations. Some listeners hear it as a peg-legged march,
whose rhythmic ambiguity is created through a quick two-step set against a slower
pulse of three beats. A lengthy coda brings the concerto to a radiantly happy con-
clusion.

R.Strauss:
Ein Heldenleben, 0p.40

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

A mere glance at the number of musicians required for Ein Heldenleben (A
Hero’s Life), as well as the title itself, suggest that this work will provide an unusu-
ally exciting listening experience. Indeed, Ein Heldenleben is replete with opulent
sounds, glowing orchestration, huge climaxes, enormous energy, and a veritable
kaleidoscope of tonal colors. Claude Debussy, in his capacity as critic, once
remarked about Strauss that “after a minute or two, one is captured first by the tre-
mendous versatility of his orchestration, then by the frenzied energy which carries
one with him as long as he chooses. ... It is a book of pictures, or even a cinema-
tography.”

Much discussion has ensued over the autobiographical elements in the score.
There is plenty of evidence to support almost any viewpoint, including a statement
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made by the composer himself (writing in the third person): “He presents in Ein
Heldenleben not a single poetic or historic figure, but rather a more general and
free ideal of great and manly heroism ... that heroism which describes the inward
battles of life, and which aspires through effort and renouncement towards the ele-
vation of the soul.”

Strauss was just 34 when he wrote Ein Heldenleben in 1898 (sketches were
made in the previous year). He was already at the height of fame and fortune, lion-
ized by the press, and could count himself one of the half dozen most talked-about
composers alive or dead. He had no inhibitions about showing his pride in heroic
terms. He told Romain Rolland: “I do not see why I should not compose a sympho-
ny about myself. I find myself quite as interesting as Napoleon (referring to
Beethoven’s Eroica Symphony) or Alexander.” But as Norman Del Mar observes in
his three-volume survey of all Strauss’s music, “a truly great hero needs equally
great and honest opponents, or his victory will be a worthless bubble.” The oppo-
nent in Ein Heldenleben is a collective force — music critics, which are depicted in
all but the first of the six sections that make up the 45-minute score. Strauss
uncharitably portrayed the critics not as a worthy adversary but as a bunch of sniv-
eling, cackling imbeciles. To infer that these were the very men who wrote about
Strauss’s own music would be an injustice, for he was generally well treated in the
press.

The first performance of Ein Heldenleben took place at a Frankfurt Museum
concert on March 3, 1899, conducted by the composer. It might be interesting to
note that an obscure Danish composer by the name of Christian Frederik Emil
Horneman (1840-1906) also wrote a work called Ein Heldenleben (a concert over-
ture) and that the Canadian composer R. Murray Schafer (1933-2021) in 1968 fash-
ioned a modern-day parodistic re-interpretation of the Strauss original called Son of
Heldenleben.

The six sections, all connected except for the pause ending the first, run as
follows:

I) THE HERO — A swashbuckling, energetic theme sweeps up magnificently
from the depths of the orchestra across a span of three octaves. This theme is
extensively developed and is heard in combination with additional melodic ideas.

II) THE HERO’S ADVERSARIES — The critical fraternity is uncharitably
depicted in angular, disjointed, dissonant, confused music, with such performance
directions as “snarling,” “cutting and pointed” and “hissing.” The two tubas solemn-
ly state a four-note motif that incorporates a béte noir of traditional harmonic prac-
tice, the progression of parallel fifths.

III) THE HERO’S COMPANION - Strauss’s capricious, domineering wife
Pauline is portrayed by the solo violin in a series of cadenzas, each more difficult
than the last. “She’s very complex,” Strauss explained, “very much a woman, never
twice alike.” A richly scored love scene ensues, but is spoiled at the end by a return
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visit from the malicious critics.

IV) THE HERO’S BATTLEFIELD — Three offstage trumpets sound the call to
battle. Our hero leaps up, ready for action. In one of the most celebrated battle
scenes in all music, Strauss depicts the hero, wife at his side, bravely fending off his
assailants in a riot of orchestral colors and effects. The scene is one of great chaos
and purposefully ugly sounds. The enemies are finally routed, and a sumptuous
victory song ensues, with all eight horns in unison joining in for the triumphant, cli-
mactic moment.

V) THE HERO’S WORKS OF PEACE — As the hero reflects on a lifetime of
achievements, we hear a retrospective tapestry of 31 themes and motifs from nine
previous Strauss compositions, including six tone poems, two songs, and the opera
Guntram. (Complete details can be found in Del Mar’s study, Vol. I.) The hero slips
into a deep reverie, but one last bout with a surly critic is still to come. Flaring up
in anger, he crushes his opponent decisively and again lapses into musings on the
past as softly throbbing echoes of the tone poem Don Quixote lead into the calm of
the final section.

VI) THE HERO’S RETREAT FROM THE WORLD AND FULFILLMENT —
The serene ending to the hero’s life is marred only by a brief memory of critics —
“the impression of a bad dream experienced by an old man dozing in his armchair,”
as Del Mar puts it. The wife (solo violin again) returns to comfort him, and remains
to the end in a tenderly moving dialogue with solo horn, each instrument reaching
its own fulfillment on high (violin) and low (horn) E-flats. One final, monumental
presentation of the hero theme, played by brass and woodwinds, sends the hero on
his way to another world.

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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1518 @ KEFFIL Kazushi ONO, Conductor
#—MRI @ [LHESZ Tomoyuki HROTA, Oboe
IVY—hYR9— @ KERESL Tatsuya YABE, Concertmaster

RYa1MSDR  F—HRIRER KA oo
R. Strauss: Oboe Concerto in D major
[ Allegro moderato

I Andante
I Vivace - Allegro

{AE8 / Intermission (20 %)
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Mahler: Symphony No.5 in C-sharp minor

I Teil

I Trauermarsch: In gemessenem Schritt. Streng. Wie ein Kondukt.
I Sturmisch bewegt. Mit groBter Vehemenz.

I Teil
I Scherzo: Kréftig, nicht zu schnell.

I Teil
V. Adagietto: Sehr langsam.
V Rondo-Finale: Allegro - Allegro giocoso. Frisch

(N\—=7/EFBETF Naoko YOSHINO, Harp)
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Tomoyuki HIROTA

Oboe
TMSO Principal Oboe
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Tomoyuki Hirota is Principal Oboe player of Tokyo Metropolitan Symphony Orchestra. He
was formerly Principal Oboe player of Japan Philharmonic Orchestra and Solo Oboe player of
the same orchestra. He is also active as a member of Kioi Hall Chamber Orchestra, Triton
Harumi Orchestra, and Euros Ensemble. Hirota has performed many concertos with orches-
tras including TMSO, Japan Philharmonic, Tokyo City Philharmonic, Czech Chamber Soloists,
Salzburg Chamber Orchestra, Moscow Soloists, and Vietnam National Symphony. He is a pro-
fessor at Ueno Gakuen, a specially appointed professor at Toho Gakuen School of Music, and
a permanent director of Japan Oboe Association.
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Program notes by Robert Markow

R.Strauss:
Oboe Concerto in D major

I Allegro moderato
I Andante
Il Vivace - Allegro

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

Richard Strauss is best remembered for his tone poems and operas, many of
which incorporate brilliantly innovative ideas, extravagant orchestration and vivid
pictorialism. But framing the years of his most famous compositions come some
works written in a basically conservative style - classical in form and absolute (i.e.,
non-programmatic) in content. These include several pieces for solo instrument and
orchestra. Early in his career Strauss had written a Burlesque for piano and orches-
tra, a horn concerto, and a violin concerto. During his “sunset years,” following his
fifteenth and last opera Capriccio (1941), Strauss again turned to the concerto - a
second for horn, a Duet Concertino for clarinet, bassoon, harp, and strings, and the
Oboe Concerto. But whereas the works of the early 1880s derived from an appren-
tice period, those of the 1940s were guided by an experienced, masterly mind, a
mind still in full possession of its creative powers and consummate control of musi-
cal materials. These years also brought forth the deeply introspective
Metamorphosen and the divinely beautiful Four Last Songs.

In the aftermath of World War 1II, Strauss was given to inviting to his home
American troops, one of whom happened to be John De Lancie, later to become
principal oboist of the Philadelphia Orchestra. De Lancie suggested that Strauss
write an oboe concerto, and Strauss followed through with a radiant, youthful-
sounding work that totally belied the age of its octogenarian composer. The short
score (written out on four staves) of the Oboe Concerto was the last music Strauss
composed at his estate in Garmisch-Partenkirchen, perched high in the Bavarian
Alps. The orchestration was done in the town of Baden, just north of Zurich. The
first performance took place in Zurich on February 26, 1946 by the Tonhalle
Orchestra conducted by Volkmar Andreae with Marcel Saillet as soloist. The score
is dedicated to this orchestra and conductor. Strauss gave De Lancie permission to
play the work in America anytime he liked, but the American premiere went to
Mitch Miller in 1948; De Lancie did not perform the concerto until 1964.

The three movements are played without pause. Of particular interest is the
unifying motif of four rapid notes, first heard in the cellos as the initial sounds of
the concerto. The oboe’s initial entry leaves no doubt as to its preeminent role in
the work - 56 continuous, rhapsodic bars of music before it hands over responsibili-
ty to the orchestra. The soloist’s part is written in the best concerto tradition - the
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instrument’s full range is exploited, it receives a plenitude of expansive themes, vir-
tuosic display passages abound, and there is a wide range of expressive nuances.
The first movement is in time-honored sonata form (two principal themes, develop-
ment, varied recapitulation), the ternary-form Andante contains music of rapturous
beauty as well as the concerto’s main cadenza, and the finale is a highly spirited
rondo.

Mahler:
Symphony No. 5 in C-sharp minor

PART I
1. Trauermarsch: In gemessenem Schritt. Streng. Wie ein Kondukt.
2. Stiirmisch bewegt. Mit groBter Vehemenz.
PART II
3. Scherzo: Kriftig, nicht zu schnell.
PART III
4. Adagietto: Sehr langsam.
5. Rondo-Finale: Allegro - Allegro giocoso. Frisch

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

Concertgoers familiar with Mahler’s Fourth Symphony may recall that the first
movement contains a trumpet call remarkably similar to that which opens the Fifth.
This may be regarded symbolically as Mahler’s conscious effort to move ahead in a
new direction in the Fifth, yet at the same time to show that the new must build on
the foundations of the old.

One is often reminded that the Fifth is a purely symphonic work — no vocal
or choral movements are found here, no texts philosophizing about joy, love, death
or resurrection — in contradistinction to the Second, Third and Fourth Symphonies,
the so-called Wunderhorn symphonies, which take their texts from a collection of
German folk poetry. The First too may be regarded as containing vocal elements in
the form of extended passages orchestrated from previously written songs. Yet even
in the Fifth, we find brief allusions to three songs: the first of the Kindertotenlieder
in the first movement, “Ich bin der Welt abhanden gekommen” in the Adagietto,
and “Lob des hohen Verstandes” in the Finale.

What then is new? Mahler’s new-found and deep acquaintance with Bach
probably had much to do with his new compositional style, a style that conductor
Bruno Walter called “intensified polyphony.” The orchestral fabric becomes more
complicated (more instruments playing more different lines at the same time). His
style becomes generally less lyrical, more angular and hard-edged. Hymns of love,
childlike faith and quasi-religious messages tend to be replaced by moods of tragic
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irony, bitterness and cynicism.

This new approach did not come easily to Mahler. The piano score was writ-
ten during the summer months of 1901 and 1902, and was orchestrated during the
fall of 1902, but thereafter Mahler continually revised the work. According to his
wife Alma, whom he had met and married during the period in which the sympho-
ny was written, “from the Fifth onward, he found it impossible to satisfy himself;
the Fifth was differently orchestrated for practically every performance.” After a
preliminary reading session with the Vienna Philharmonic in 1904, Mahler found he
had grossly overwritten the percussion parts. After the official world premiere in
Cologne in 1904, there were further “many important changes.” The same pattern
followed performances in Amsterdam (1906), Vienna (1908) and Munich (1909).
Shortly before his death, Mahler declared, “I have finished the Fifth. T actually had
to re-orchestrate it completely. I do not understand how I could have gone so com-
pletely astray — like a beginner. Evidently the routines I had established with the
first four symphonies were entirely inadequate for this one — for a wholly new style
demands a new technique.”

The symphony is in five movements, which are further grouped into three
large units, with a huge scherzo serving as the fulcrum to a pair of movements on
either side. The work opens with a funeral march, a type of music found in many of
Mahler’s symphonies. To the ponderous, thickly-scored tread of the march is added
a gentle lament in the strings. Suddenly the music erupts in wild, impassioned
strains. The ever-changing, kaleidoscopic aspect of Mahler’s orchestration is heard
in its fullest expression. Here’s how Lawrence Gilman, an early-twentieth-century
program annotator for the New York Philharmonic, described it: “The music ...
breaks in upon the measured tread of the Funeral March like an uncontrollable out-
burst of shattering, maniacal, wild-visaged grief. Above an ostinato of the double
bases and bassoon, a trumpet shrieks its heaven-storming woe against the chromat-
ic wailing of the strings. The plangent, tumultuous despair of this passage is like
nothing else in music that one can recall. Tchaikovsky’s is restrained and decorous
beside it. Mahler has here imagined an elemental and universal human emotion
with sensibility and with justice and has turned it into direct and vivid and irresist-
ible musical speech.”

Eventually the funeral march music reasserts itself and, after a climax of terri-
fying proportions ( “bells in the air,” Mahler instructs all the wind players), the
movement disintegrates in ghostly echoes of the trumpet call.

The second movement shares many qualities with the first, both emotionally
and thematically. Easily identifiable variants and transformations of the first
movement’s melodic material can be found. The turbulent, stormy mood continues
and is even intensified. Paroxysms of violent rage race uncontrolled in some of the
most feverish music ever written. Quiet interludes recall the funeral lament of the
first movement. Towards the end of the movement gleams a ray of hope: the brass
proclaim a fragment of a victory chorale, an anticipatory gesture that will find its
fulfillment in the symphony's closing pages.

4/28 C Series



The despair and anguish of Part I are abruptly dispelled in the life-affirming
Scherzo (Part II), the longest and most complex scherzo Mahler ever wrote. The
tremendous energy that infuses the scherzo segments alternates with nostalgic and
wistful interludes in waltz or Ldndler rthythm. Though the movement is not meant
to be programmatic, one is tempted to imagine Mahler’s Austrian landscapes, the
peasant dances and the bustle and joy of life. The role of the principal horn
becomes nearly that of a concerto soloist.

Part III consists of the Adagietto — surely the most famous single movement
in all Mahler — and the Finale. In the Adagietto, scored only for strings and harp,
we return to a romantic dream world familiar from Mahler’s earlier works, a world
of quiet contemplation, benign simplicity, inner peace and escape from harsh reali-
ty. Throughout the movement we find performance instructions like espressivo,
seelenvoll (soulfully), mit Empfindung (with feeling) and mit Wdrme (with warmth).
The spiritual, textural and harmonic relationships to Mahler’s song “Ich bin der
Welt abhanden gekommen” (I am lost to the world ... I live alone in my heaven, in
my loving, in my song) are too close to be ignored. This oasis of Innigkeit (inward-
ness) provides an extraordinary contrast to the sheer exuberance of the previous
Scherzo and to the upcoming wildly extroverted Finale.

A few boisterous notes from the solo horn serve to rouse listeners from their
meditative state and prepare them for the long movement ahead, one of high spir-
its, folk-like themes, good humor, virtuosic displays for nearly every section and
even the beginnings of a fugal romp. Near the end of the symphony the brass cho-
rale is recalled, heard previously in the second movement, but now bursting forth in
full glory and triumph. The metamorphosis from grief and death to joy and life is
complete.

Leonard Bermnstein, one of the most prominent leaders of the great Mahler
revival during the 1960s, wrote the following about the composer, in words particu-
larly appropriate to the Fifth Symphony: “He took all the basic elements of German
music, including the clichés, and drove them to their ultimate limits. He turned rests
into shuddering silences; upbeats into volcanic preparations as for a death blow;
Luftpausen became gasps of shock or terrified suspense; accents grew into titanic
stresses to be achieved by every conceivable means, both sonic and tonic.
Ritardandi were stretched into near-motionlessness; accelerandi became torna-
does; dynamics were refined and exaggerated to a point of neurasthenic sensibility.
Mabhler’s marches are like heart attacks, his chorales like all Christendom gone mad.
Mabhler is German music multiplied by n.”

For a profile of Robert Markow, see page 30.
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