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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra, Music
Director of Brussels Philharmonic, and Artistic Director of Opera of New National Theatre,
Tokyo. Ono was formerly General Music Director of Badisches Staatstheater Karlsruhe, Music
Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica Arturo Toscanini,
Principal Conductor of Opéra National de Lyon, and Music Director of Barcelona Symphony.
TMSO announced that the term of Ono as Music Director was prolonged until March 2026.
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Sat. 3 September 2022, 14:00 at Tokyo Metropolitan Theatre

EE @ j(@%ﬂ]j: Kazushi ONO, Conductor
SrAFUY @ FU—F A TSFETF Alina IBRAGIMOVA, Violin

IVY—hYR9— @ FEREDY Tatsuya YABE, Concertmaster

T5—ALR I AUV RZER ZKHF op.77 @
Brahms. Violin Concerto in D major, op.77

I Allegro non troppo

I Adagio
I Allegro giocoso, ma non troppo vivace

{AE8 / Intermission (20 %)

To5—LR EMHE 2 & — Kl op73 u3n
Brahms: Symphony No.2 in D major, op.73

I Allegro non troppo

I Adagio non troppo
I Allegretto grazioso (Quasi Andantino)

IV  Allegro con spirito
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Alina
IBRAGIMOVA
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Performing music from baroque to new commissions on both modern and period instruments,
Alina Ibragimova has established a reputation for versatility and the “immediacy and honesty”
(The Guardian) of her performances. Highlights of the 2021/22 season include returns to
Royal Concertgebouw Orchestra, London Symphony, and Philharmonia Orchestra; debuts
with Mahler Chamber Orchestra and St. Petersburg Philharmonic. Recent seasons have seen
Alina perform with Symphonieorchester des Bayerischen Rundfunks, London Phitharmonic,
Chamber Orchestra of Europe, Swedish Radio Symphony, Orchestra of the Age of
Enlightenment, and Tonhalle-Orchester Zurich; collaborating with Conductors such as
Gardiner, Haitink, Hrdsa, Harding, and Jurowski. Alina’s many awards include the Royal
Phitharmonic Society Young Artist Award 2010, the Borletti-Buitoni Trust Award 2008. She
was made an MBE in the 2016 New Year Honours List.
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Program notes by Robert Markow

Brahmes:
Violin Concerto in D major, op.77

I Allegro non troppo
I Adagio
Il Allegro giocoso, ma non troppo vivace

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3, 1897

Brahms spent the summer of 1878 at Portschach on Lake Worth in southern
Austria. It was a region, he once said, where melodies were so abundant that one
had to be careful not to step on them. Here Brahms began work on his only violin
concerto, completing it by early fall. As was his custom, Brahms conferred with the
eminent violinist Joseph Joachim on technical and musical matters. Biographers dis-
agree on the extent to which Brahms heeded Joachim’s advice (many difficult, awk-
ward passages for the soloist remain), yet, as was only to be expected, he dedicat-
ed the score and entrusted the premiere to Joachim, his friend and adviser of 25
years. The first performance took place on New Year’s Day, 1879, with Brahms
conducting the Leipzig Gewandhaus Orchestra.

The concerto’s technical difficulties did not encourage further performances,
nor did audiences respond kindly. As with many of Brahms’s large-scale works, it
was considered dry and pedantic; even the critic and long-time Brahms supporter
Eduard Hanslick didn’t appreciate it. But that is all history now. Brahms’s concerto
is ranked today alongside Beethoven’s (also in D major) as one of the two greatest
ever written. Hubert Foss states the case eloquently: “Of all Brahms’s major works,
this is the one which shows in the highest degree of perfection the reconciling of
the two opposites of his creative mind — the lyrical and the constructive: Brahms
the song writer and Brahms the symphonist. For this concerto is a song for the vio-
lin on a symphonic scale — a lyrical outpouring which nevertheless exercises to the
full his great powers of inventive development. The substance of it is, throughout,
the growth of the themes; they blossom before us like opening flowers in a richly
stocked garden. It is Brahms’s most lovable work of extended design.”

The concerto opens with a relaxed theme in the violas, cellos, bassoons, and
horns — a characteristically warm, Brahmsian scoring. It takes only a few moments
to realize that this is going to be a concerto on a grand scale. After presentation of
several more thematic ideas, the soloist enters with a flourish, which develops into
a long, quasi-cadenza before eventually settling down to repeat the themes first
heard in the long orchestral exposition. Additionally, the violin first presents a new
theme, rapturously flowing and waltz-like. Brahms left the cadenza to the discretion
of the soloist. Many have been written since the original one by Joachim.

The sustained, serene oboe solo that begins the second movement is one of
the most gorgeous melodies Brahms ever wrote, and it serves to remind us that
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Brahms was one of the great song writers of the nineteenth century. The central
portion of the movement shifts to the minor mode, and has been described as soar-
ing into “impassioned melancholia.” The final part of the ternary-form (ABA) move-
ment begins with a re-statement of the oboe theme accompanied by new figura-
tions from the violin. The soloist forms a tight bond with the orchestra, yet interest-
ingly enough never plays more than the first three notes of the main theme in
unadorned fashion.

The bold and fiery finale, the only movement full of virtuosic display, is a
slightly modified rondo structure (ABACBA) whose principal theme is marked by a
Hungarian gypsy flavor. Thus Brahms pays fitting tribute to two Hungarian violin-
ists who played significant roles in his life: Joseph Joachim and Eduard Reményi,
who “discovered” Brahms and presented him to the European music world.

Brahms:
Symphony No.2 in D major, op.73

I Allegro non troppo
I Adagio non troppo
I Allegretto grazioso (Quasi Andantino)
IV Allegro con spirito

After the massiveness and severity of Brahms’s First Symphony, the idyllic,
pastoral Second, with its wealth of singable melodies, made a strong popular
appeal. Whereas Brahms had toiled for twenty years over his First Symphony, the
Second was written in the space of a mere three months during the summer of
1877 — one year before and in the same place (the Worthersee) as the Violin
Concerto. The warmly lyric and relaxed character, the gracefulness of the many
melodies, and a positive outlook are all attributable in some measure to the charms
of the south Austrian countryside. In its pastoral quality, many listeners find a par-
allel to Beethoven'’s Sixth Symphony which, like Brahms’s Second, followed a grim,
darkly serious and heroic symphony in C minor.

Brahms completed the symphony at Lichtenthal near Baden-Baden in
October. The first performance was given by the Vienna Philharmonic, led by Hans
Richter, on December 30, 1877. Although the Viennese liked it, the symphony rode
a rocky course towards critical acceptance in other cities. One smiles in amusement
to read that, for example, in Leipzig, which first heard the symphony in 1880, a crit-
ic felt it was “not distinguished by inventive power.” Two years later, in Boston, the
Post called it “coldblooded” and the Traveler proclaimed that the symphony lacked
“a sense of the beautiful.” So much for the perspicacity of critics!

Right from the very opening notes, the listener is caught up in the symphony’s
gentle, relaxed mood. The first two bars also provide the basic motivic germs of the
entire movement and for much of the material in the other movements as well. The
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three-note motto in the cellos and basses and the following arpeggio in the horns
are heard repeatedly in many guises — slowed down, speeded up, played upside
down, buried in the texture or prominently featured. All the principal themes of the
movement are derived from these motto-motifs. The second theme is one of
Brahms’s most glorious, sung by violas and cellos as only these instruments can
sing.

The second movement is of darker hue and more profound sentiment. The
form is basically an A-B-A structure, with a more agitated central section in the
minor mode. Throughout the movement, the listener’s attention is continually
focused as much on the densely saturated textures as on the themes.

The genial, relaxed character returns in the third movement, not a scherzo as
Beethoven would have written, but a sort of lyrical intermezzo, harking back to the
gracious eighteenth-century minuet. The forces are reduced to almost chamber
orchestra proportions, and woodwinds are often the featured sonority. This move-
ment proved so popular at its premiere that it had to be repeated.

The forthright and optimistic finale derives heavily from the melodies of the
first movement, though as usual with Brahms, this material is so cleverly disguised
that one scarcely notices. The coda calls for special comment. Brahms usually
made scant use of trombones and tuba, writing for these instruments with skill but
also with reserve. Yet from time to time he calls upon them for stunning effects,
and one such moment occurs in the Second Symphony’s coda, a passage as thrill-
ing for audiences as it is for trombonists, every one of whom looks forward to a
role in bringing this joyous work to its blazing D-major conclusion.

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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Fri. 9 September 2022, 19:00 at Suntory Hall

1518 @ KREFFIT Kazushi ONO, Conductor

VTS @ I\FREF  Atsuko KOBAYASHI, Soprano
7IUh @ LLI'NAEE Hiroka YAMASHITA, Alto

F/—=)U @ @H B Kei FUKUI, Tenor

N2 @ EZEFH Hidekazu TSUMAYA, Bass
A @ KAKRMIE mari OHKI, Organ

&iE @ %ﬁﬁ%ﬂ%ﬁﬂ% New National Theatre Chorus, Chorus
BIEEE @ BFISF Kyohei TOMIHIRA, Chorus Master

VY —hY 29— @ FKERESY Tatsuya YABE, Concertmaster

Red+ )V —20 ZZEHEE 5 & AN op.76 669

Dvorak: Symphony No.5 in F major, op.76
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Allegro, ma non troppo

Andante con moto

Andante con moto, quasi listesso tempo - Allegro Scherzando
Finale: Allegro molto

AE8 / Intermission (20 %)
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Janacek: Glagolitic Mass (1927 first version)

<=2=EH—

Intrada

Uvod (Introduction)
Gospodi pomiluj (Kyrie)
Slava (Gloria)

Svet (Sanctus)

Agnece Bozij (Agnus Dei)
Varhany solo (Organ solo)
Intrada

Nes=

Véruju (Credo)
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Atsuko
KOBAYASHI

Soprano

INHEF

vrs/

©Yoshinobu Fukaya

RREMAFEE. BRZRET . BAZRISREST RSHFEREIE T LT
SMERMFTBIHETIEIMEE L UTA Y U7 CTHtilEZRT. 2007FBRNREIE [E<
FAl TIA MLO—Ib - TE2—, 20155F [HLHKA] TSI VIRIBELUY
WFBIBICTA U7 - TE 21—, FEMBIBTE [hABD] 94 MLbO—)b. [D)bFa1—
L] ¥Y=2UVF [RY - A)b0O] TUBPRyIICHE. Ltz BRIE
Si|SiE=R
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.

Hiroka
YAMASHITA

Alto
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Hiroka Yamashita graduated from Tokyo University of the Arts and obtained a Master’s degree
at the same university. In 2016, she won the 1st prize at the 21th Concert Marronnier 21.
Yamashita has performed as Romeo in Capuleti e i montecchi, Rosina in Il barbiere di Siviglia,
and Fenena in Nabucco. In concerts, she has sung in Beethoven’s Symphony No. 9, Verdi’s
Requiem, Duruflé’s Requiem, and Prokofiev's Alexander Nevsky. She is a member of Japan Vocal
Music Academy.
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Kei
FUKUI

Tenor
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Kei Fukui graduated Kunitachi College of Music and completed his studies at Opera Institute. He
studied further in Italy. He has performed title role of Otello, Lohengrin, Parsifal, among others.

Fukui has been active as a leading tenor in Japan. He received the 2014 Minister of Education
Award for Fine Arts. He is a professor of Kunitachi College of Music. He is a member of Nikikai.

Hidekazu
TSUMAYA

Bass
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"B [TOF« 7Rl [T47UF] DAYV EFTUS] (BB FELERE (R -
A8l TAWAV] [Z2)R)VITDIARYI—=I VA=, Uiim—)b [@ed
BB [O—I>7UYV], BEAE [ILFT7~H23WVEH2TEERDER~] B EICHE
“HRRE.
Hidekazu Tsumaya graduated Tokyo University of the Arts and obtained a Master’s degree at
the same university. He was exclusive singer of Oper Leipzig and Deutsches Nationaltheater
und Staatskapelle Weimar. Tsumaya has regularly appeared New National Theatre, Tokyo,
Biwako Hall, and Nissay Theatre. He has performed in Herodiade, Fidelio, Samson et Dalila, Die
Zauberflote, Don Carlo, Carmen, Die Meistersinger von Nirnberg, Gotteradmmerung, Lohengrin,
among others. He is a member of Nikikai.
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Mari OHKI

Organ

AR

FIWAHY

ORI r‘
% TR, BIRERIETEIZE T, DAAD (RA VERIESHS) . RiEz—)LEE
BR2EEB/TY 1Ny IEIBERZEROT NEI MEIIBEKXRZICEBZR. W5
—iﬂ@a—ﬁé?‘CI%?ﬁ%%Ré?fﬂfi?%‘C f¥, EIMTIRTI—TEESIAY IV —
JVEERAER. $5650 [X5/\0E] BESEI VI —IbAIVAVERFE I MR EE
AN TRELH, CO7IUNL [TUYRILYT] [B1EOZEUVR] A [LI—R
=1iT] FhrERCERINED. %gt BB Ufe [Live from MUZA] (FE858a L 11—
R P HT = —ERIErPESRE BUl
‘JDO)E#EB@“\W%U)Z“—77\ NS, PUUYTILESHIE, @4DFILAYD
TJEEM SN LIcEBiE t%bﬁﬂ:uﬂ(at\ L DIT7 R TLTWVD, BFZ
FRARED KORFERALZERAZIEREHHEE. 2BV T+ Z—HR—)L - F
JWAHZ R ko

Mari Ohki graduated with her Bachelor's and Master's Degrees from Tokyo University of the
Arts. She studied at Musikhochschule Libeck and Hochschule fir Musik Detmold. She won the
1st Prize at Internationaler Buxtehude Orgelwettbewerb and 3rd Prize at Prague Spring
International Music Competition. She has appeared as a concert organist in numerous cities in
both Japan and Europe. She is a hall organist of Muza Kawasaki Symphony Hall.
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New National Theatre Chorus

HEIIBNISSIER s.

RIVTAR—1AVI—5 (ftR) (B774BBEH - 201499888 - UV —ih—)L/ vIT - )LV +iEHE
FENBISGER. RRMFIGZHIER. i)

MELBIGE. FR3. NUI IVR, BERIEVWSRRBLSEMOICODHH EHE—
DEVEIZEEULT, 1997 F£10 AICABZ Uiz, FMENRSEGEROFERZ @ TIThN
BDHELLDIRTPWEOKZBSGRBHAL U CEE ZRR, ELDAV/N\—FEKEDI]
ENEBERNDZBELCHY., BIEHELCOBNIZZ YTV TIVEENEENBEE(R.
PAANDHEESROATA7HS5bEaVTHIZERI TS,
New National Theatre, Tokyo, opened in October 1997 as the only national theatre for the
modern performing arts of opera, ballet, contemporary dance, and play. Meanwhile, New
National Theatre Chorus started its career and has played a central role in many opera per-
formances all through the seasons. Their ensemble ability and rich voices have achieved

acclaim from co-starred singers, conductors, directors, stage staffs as well as domestic and
foreign media.

Y
Kyohei TOMIHIRA

Chorus Master

EFRF
algisE

RREBMAFEE, EEZSHE. BPRN. J\BHFRZDEKICEE, CNETICEH
& RKRYTA T BRI« REQREZIEE, 7RSS TRFEILAIG. RR_H
= BRIBIFEREDORNETEIEES. GBEEEREZHFEDTND, 2019F4ANS
FEIBISGEEES.

Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orchestras

such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Philharmonic, and Tokyo Sym-
phony. He also serves as Associate Conductor and Chorus Master in opera performances of

New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation and The Fujiwara Opera. He
is @ Chorus Master of New National Theatre, Tokyo.
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RIS —T:
REMESE NRH 0p.76

1870FERFIEDOT b= - R =2 (1841~1904) 1&. INKA - TTF—
LA (1833~97) . KIBHEZE NV A - 742 - Pa—u0— (1830~94) &\o7:,
TA—VBREADERLBIZESTHRENSTROOLN., LOPLARMPHICHSNIED
TWzo BZ. COREHMESENIENPNI75FIL. A—ANITEREXEE%
BEENBPIFCEBEDPLEL. AINAZ RO CTERICZ ORI
FBEDNTRBEEBIC, TT—LANNVIOHER Y 20971 (BFT4T7
HIEHE) (FE18) op 20D HMAHEL T<NS0E, /EMRELTRELRTE
ERTTER o7z, MFHMEFDER T, 58t F—Fop.22. €7/ =EEiH
1Fop.2l. 7/ ERME1Fop.23%E . ZLOEELIERMPTOEICED
NnNTns,

REMESTEFIL. 1875F6H, €7/ NERME I FEOTRERICEFIN,
FIEOEB T RO E Rz, FIEIXI87TOEI[ThNTWE, TN, 1887
FICHET P TN, FOEIHEHMEZFIIZOME N - 742 - Ya—O—ICEREL
7oo Ea—a—2561%, [HRUBWT, 79 —LRITRWTHICT ER S 26N
BRI PEDOBREIL. CPALTREPSOEARKRTFEIVOEVWEETY ] &
WORLIRDEE . RT3 =TI RWICEAT,

X, FEDPSOED -7z 1888FE D E257ze TONEFREMEZE N
Héy FIAMY V=R (H-Ho&k) L=EH (- B7E) OEM%
FTERL. ZNOIETTICEIFEBRIOE2HELLTHRSN TV, 20720, 2D
HilE, [REFEE3F op.76] LLTHIREN/Ze RYAS =TI 7 EmE S
& 0p.247257-D72h, HEDOY L0y 7 IZERTTCINEEFEL, op.76LLTH
RLUTLES7ze CHUE, P20y ERIZZIEETH SO EMERHEICR
BT B0E-7-EE bbb,

FIRE FLJO-< /Y -bOvyiR AER 47502887 VIR,
TIVIVR2ERDES DO LR TIHREANEFOE I FHAIRE. &4 —7 X
WRERICKARRONFRWE 1 EEB% ff CIRRT 5. H2FH#IL. —RFATESHE
HIC BRI 2EAUTR SR, BRMOHIFBEBHD, RO EOEE
RICTIV—IPE L TEZRNIAO D ERHEZ, CCTIIE L EEAPFLICHD
N5, BEHEIZ. FLOPMKE I FEAICIRED, F1FEBEE2FEISTIEBD
ICHHEINS,

FRE FUYVT-AV-ES A 37D3MF 3R, FriA (19
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HICICAT T ECHRITUREAOBOWIRGEE/ 13858 HH) ADBRERE, F
OV IRD S EEO LB, Rz HUOREROERT. [espressivo e
dolente (EBEE»IZ, FHELITID) ] EWIERPH S, TOFEI, E1T7 14
UIRAREANEFIFHPN TN HREIZARHFICEL, KOy h—ho k
TAREDPO-1ZDEHD . PREEBEDHHEBE B H->TEHICRSE, HmALD
LAEPEDICES TS, BEOKDDIZE [THEWRIEDOHETIRA] &
WO H %,

FIRE FUYIVF-AV-ES IOV -URTYY - FUR~FLIO- AT
WYrUR ZuiE#H 8503 T 3. EHEICIIE2REORMICE DL
BFZEABPN. E2  3BEE AL —RIIOEIEE 2H->TNE, EEITTIL—
L)XV PDOMLSEB R FETIHES, Z=RRMOMF (FREE) TIELXK
MWIARIVI LB TEVIGELEDIEL, LU TERIHHESNS,

FARE TaF—L/7L7JO-EILS AER~~EH 4904m+ VI
TR DEDRE~3BREBELITBZ, FEBIImMEZ 74 —L. A5HIC
LBEHBODEFETHED, V54TV I ATERANZEA, ABFHOESDZ
F1EE (FEZEOEE) Py T4 TRRSNS, H2FHEIIE=_RHT.
BTV MIRENZ LI BT 7 AT U DIEET 5. BRI,
BIZFEFEICEOVWT, ELERIIMENLEE. EMNGERTEUH
REDbE, FEEEICKATELLZI—FICAD, BRIZEIEBE]IFEAZD
Y R— 1< ERE, A LLEHEZRAC S,

(HEHET)

{ERBEE(X : 1875968 15H~7H238 5]/ 18874
g E: 1879838258 FI/\ FRILT-FITDEE 3 \ERAIBERET

BB . TIL—h2, F—RI2. I3URYRN2 (EBINZITTURVNEFE), T7Twh2, Kb
V4, boURYR2, NOVR—V3, TA4VINZ NIAT VD)0, %BEE5ES

vFr—=Fzx7:

N —

IZ53)L - =Y (1927F51%)

VAo F—Fx7 (1854~1928) @ (F/FI) - 34 3. HORFEED
VD7, 7N EE. EREEATTETHVWONIXFOL T, 9ttfdic,
Ho—<vHEOVE= (FIvILEORT) »5ET 74 7ICkES N2 ADE
&N XFERIG P12 ATTANDIDIEY Eifi-EEhTnhb,

FHDDOEDP ST Y F—F 7D OEEEH LB DO WTIINA WA RS
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FoTWnaA, 19206, MFEICEEHINERBE AT TEICLLHILT (75
INXFETRELT T VLRI FESINZDD) BEPAFLIIENVEDDES
P o7ZEFEB W WEAD, fHid. ERR. BRI IMLTWz0
W TIINXFERE-BEBEDOOED, aVAYUFY (BEFYL) DI
1000FERICEIML, KERBEEEZ I T-EN DT, Y IF—FT3FD L%
Bl IV #iEEEL-ESnS,

7o, EBRICEFSN-ORZFDO6FEE, 192658HA2HD I L7572, 1k,
YF—FzPid. BRICADEZSIZBREEHILNF 270V 2ITBEL TV, E
fHEE. COMTEBLZBMLOVENPEROL Y MNIZS/-C8%, IROEHIZE
LT3, [EAEARERS, FMIBEEDOERICRASTWS, BEO—HY)
DHEL, NIRHICH D, 556556THBLEDF 5. FIFESIT, “Gospodi
pomiluj (&, HbNALER)” EVHSEITTE, EENLLREEZHODT
B EIME. 2L T, “Slava Slava (3RKdh. FHdn)” LWHEEOWY
EEETT7]

ERZIERIEA. SH17HICIZ. FUHY - VaniEzH<etl ZIET
EHDoTVN, YF—F 7. TUIRESTHEESICFEEIA, 19264
10A15HIZTERLze LUy ZD10HRICHIVIY - VaD&ZEIE AL T,
VI —F I WEIRLNREB VWD 2BIICLH DI E2o7z, TDEXIILOE
BT, [Veéruju (LR DIIET)] 2FDETEI VAN —BRLEEST O,

L LBE (19274). #IEN12HSH (FV)) LikEdd, Y —F=7I3H
ESET 205, FFi. OFICAIE. 11AIA =T ANTOUN—TILHIRE>TH
5%, HBORER, UN—TILEBOESOOIC, RERBELZRBHERISN,
TINTOEE (1928F4H8H) DRNIIHIBIBENS Tz, INHDOMWET
mEET, §HEO [Intrada (f2b5—%) ] DHIBSNTR8EELZD, F—
FANT DREBES SNz, 61T 1928F8H. VI —F =713 EE D H AR AT
ICtHEESTLES 2D, TNEDEEDHBEEND VI —F 7 DEFNLZHD T,
ENDEIIR T BE7257DO M HM T E > TLEST,

ZOHBIOMIE. 1920FICHIS N3 (KETHE) TOAELIERSINT
o JOKEIBPHERESNIZDIZ, 1993FDZ &7, AHIZ. ZOEIREIC
EOWTHEREPITONS,

ZHIZIBEDPSED, FDIESDDOEEIERES AL, Ihold, BEDT
TURE/ FVIYREOIVLIZIIRLAER R D, BODADDEBIIHED AT,
EAIEE®%IC [Intrada (85— ] DEAONBIEY, ETe0AO [Uvod (F
£)] & ATV OIROBEMD DD, DITIEEKBOHAELZH, EEORETE
R« 747 T4 —LROFHBIRE ST EIRBESETBOENWEZFDITHRRS,
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I MIntrada (A VhS5—4)] SETRCERBEIIZTIBIN TV [A2h5—5 ]
2 BIBTIRDBEILN TS, 25T 5L, 242 [Véruju (VLK b
NIET) ] ZHRDETEIRIBED I VAN —ERE LD, TIERICHIOEK
THEZEINZ, COHDOEIRTRETAVNNZDOEEDNILKESAEDLNTVEA,
FIRICBLTR. FNHDZIDFTY =T RSN TWD, TORBEIZZO [1
YNT—=%| THEE

I [Uvod (BZ)] YF—Fzr/OREME (Vr71=10¥) 2BbEsT77v
Tr—LDdHL, RELEPMDD. COMIIANLIERNT U RyRET 2821
3T TOMOEREEN—TISHT. BUSHTFEPTEFESZ V. DED
3. 5. 7EVWI3DDBEHUICE DI ZLDBEDODPDH D, TD3DDY X LI,
ZDBBEBZIRIMIEZTNENIIL LU THEHATHL, WETBTIE2/ S 3T
THBETEZALD, BEHALGNTVS,

I [Gospodi pomiluj (FUI E&k. HoONFHcFR)] 3HEN. EHE
HIEA [Gospodi pomiluj (E&k. dbha/cEz)] EHIBIARLT DD,
V77 IR [Chrste pomiluj (FURM dbhdAizEz)] L, 20H
B AFEEPRE. PP TERNR->TLD. BIBIERIP45O5HF. +

#2453 DA T2 DI L SETRIEERA 25 DO2FICED>TVT, YR

LEIREEITEST K BB,

IV [Slava (ZOU7 /HRAEHN)] BIORZELIREBEAIC, V75 OMIET
RED. IEICHEALTOE, LW I/ v ACEET 5, EIFTIE. #
DOFRIDDURT. 83~86/1i ([Boze, Otce Vsemogyi (fik. 2EENREK) ]
OFI) T4 3=0VuBd s, WETRTREEN—THFELRSN TV,

V [Véruju (FUR/HDNIFET)] 2EHTLoLORVWEE, KIZENZATTY
FYMIEBREN L=V OB THEAE I, BEREOATHEBEINDGT Y
YT OE2AE. BN [raspet Ze za ny (bhsD7zdICHFHICDFHN) |
L, FURNOBERILEE RO N AP EL>T N5,

BE2HEHEICIE. 3RO TV MEHILET B/NSZT YT IUCKSE AR
Wb, BIRMTIEZDIZZIRYMNI [BEET] LWDIERYPH M, ETHIC
ZDIETRITR V. FTEE2E P SEIERHIT I 2E2 T Bl TEAILTY -V
&, 3ROTAINZEFRLET B4 =T AN RAPRZTHIZHENT, BH0H5
BFAEVWEEIPE LD, SETRTIIA NI DHEL>T NS,

VI [Svet (BVIhsR/BIRZHE)] N—T7. FILRY, FEINIFICK
HIEEBREETIHELN., T2 ERICHZEEL, TrA 3083 E/4
DOINY =V EHPHITHEIRD HE ., REBICBEHUTTN,

EEOKDVILIC [Osanna vo vysnich (ROWEEEEIAIZAY U T) ]
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EWHEBHPHROBES NS HED, WEIRTIETA =0T OHED14
/NET (183~196/0\dii) AHIBREN TV S,

VI [Agnece Bozij (P=aR - F4 /#DFF)] HIOEBEORBELZKT. &
REOHILD ML EZOHTOHE, BHERORIBN AL, TR, V7
Z /7% [Agnece Bozij (OFE)]. ZULMNITOERIL [Pomiluj nas (b
NoEHbONATEZ) ] EHFoTWB, INAIERDE S, INZHIEATHIA
DHBHEFREEH LD, POTCEEOTAMERL. FEPICEBELZFHL,

VI [Varhany solo (FILAY-vO)]l BLWALTY - VEICELEZEHT,
BINCARY I THPNDT AT+ — NERICE DB/ NI )7,

KX [Intrada (/h5—9)] BHOEEIBEERIND,

(HEEEAT)

EHIERAY : 19265F882H~10R15H 451/ 1926~28%F

g & 192712858 JIL/
YORST - J97EVIEE TIL/BUGERENE b

RBRA : TIb—h4 (FE2~43EyI0ORE) . 7—RI2. AV Uvyamkiby., IZUxRVR3 (5
FNRIZURVNEFE). J70vh3 (EB3FIVNST7IVNEE) . RILV4, KD
VRN, hOVR—230 Ta—/N Ta4VINZ0 INAKE NSAT VT I, LT A
VN FrA L, TOvrrvat—)b. N—=72 FIVRSY, FILHY. BESE,
I (VS TV, T /=L, NR), JBEAREIE. N5 (I5UxwR3)
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YF—F10:7053) - =

(BR/#%H &)
SHEEX (BR) (7S - =] FE B4
(FUyvEE /S5 /EE) (EHRRSIEE
1. Intrada 1. 48— F—0ZND)
2. Uvod 2.FE (F—T2ND)

Kyrie

Kyrie eleison.
Christe eleison,
Kyrie eleison.

Gloria

Gloria in excelsis Deo
et in terra pax hominibus
bonae voluntatis.

Laudamus te, benedicimus
te, adoramus te,
glorificamus te.

Garatias agimus tibi,

propter magnam gloriam tuam.

(Domine Deus, Rex coelestis,)

Deus, pater omnipotens,
domine fili unigenite,
Jesu Christe,

Domine Deus, agnus
Deifilius patris.

Qui tollis peccata mundi,
miserere nobis, suscipe
deprecationem nostram.

Qui sedes ad dexteram patris,
miserere nobis.

Quoniam tu solus sanctus,
tu solus dominus,

tu solus altissimus,

Jesus Christe.

Cum sancto spiritu

in gloria Dei patris,

Amen.

3. Gospodi pomiluj

Gospodi pomiluj,
Chrste pomiluj.
Gospodi pomiluj.

4. Slava

Slava vo vysnich Bogu
i na zeml’i mir, clovékom
blagovol’ enja.

Chvalim te, blagoslovl’ajem
te, klanajem ti se,
slavoslovim te,

chvali vozdajem tebé
velikyje radi slavy tvojeje,

Boze, Otce Vsemogysi,
Gospodi synu jedinorodnyj,
Isuse Chrste;

Gospodi Boze, Agnece
Bozij, Synu otec,

v zeml’ej gréchy mira,
pomiluj nas. Primi

mol’enja nasa.

Sédej o desnuju Otca,
pomiluj nas.

Jako ty jedin svét;

ty jedin Gospod;

ty jedin vys$nij,

Isuse Chrste.

vo slaveé Boga Otca.
so Svetym Duchom.
Amin.

3.¥UT

F& HbhAEZ,
FUR HONHIZEZ,
F& bbhHEZ,

4. 70U7

KOWNEFEETAITITHITHI .
HZIFEBE D AIZ
FEfdi.

bhoEZIZH. &
Jolc 2 ERBHH,
FEHDD.
FORNWEDFADOWZIZ
LIz TED 5,

(FEpH, ROE.)
E, BEEOREK,
FRDHOEDF,
ALRA » FURMK,
WizBHE, HO

TE, ROBT&o
HOFEERE/-BIEX,
bNbEHDONHTZER
FEWEEZLWN-EZ,

ROBITELDSEK,
bhorbhbNAlzEZ,
FEOHERD,
FOHERD,
FEDHNEEL,
ATRAR - FUARL,
BEEEBIT,
RILDHDRIEDHEIZ,
T—=Xe
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Credo

Credo in unum Deum,
Patrem omnipotentem,
factorem coeli et terrae,
visibilium omnium et
invisibilium.

Et in unum Dominum,
Jesum Christum,

filium Dei unigenitum,

et ex patre natum

ante omnia saecula,

Deum de Deo,

lumen de lumine,

Deum verum de Deo vero,
genitum non factum,
consubstantialem patri,
per geum omnia facta sunt,
qui propter nos homines

et propter nostrum salutem
descendit de coelis

Et incarnatus est de spiritu
sancto ex Maria virgine.

Crucifixus etiam pro nobis
(sub Pontio Pilato)
passus et sepultus est.

Et resurrexit tertia die
secundum scripturas,

et ascendit in coelum,
sedet ad dexteram patirs,
et iterum venturus est
cum gloria judicare
vivos et mortuos,

cujus regni non erit finis.

Et in Spiritum sanctum,
dominum et vivificantem,
qui ex patre filioque procedit
qui cum patre et filio

5. Véruju

Véruju v jedinogo Boga,
Otca Vsemogustago,
Tvorca nebu i zeml’i,
vidimym vsém i
nevidimym.

(Amin.]

Veéruju i v jedinogo Gospoda
Isusa Chrsta,

Syna BoZja jedinorodnago,

i ot Otca rozdenago

prézde vséch vék,

Boga ot Boga,

Svét ot Svéta,

Boga istinna ot Boga istinnago,
rozdena, ne stvor’ena,
jedinosus$tna Otcu,

imzZe vsa byse;

iZze nas radi clovék

i radi naségo spasenja

snide s nebes,

i voplti se ot Ducha Sveta

iz Marije Dévy.

[véruju,)

raspet ze za ny,

mucen i pogreben byst;
i voskrse v tretij den
po Pisanju,

i vzide na nebo,

sédit o desnuja Otca;

i paky imat priti

sudit Zyvym, i mrtvym
so slavoju;

jegoze césarstvju nebudet konca.

Véruju i v Ducha Svetago
Gospoda i Zivototvorestago,
ot Otca i Syna ischodestago,
s Otcem Ze i Synom kupno,

simul adoratur et conglorificatur, poklariajema i soslavima,

qui locutus est per prophetas.

i Ze glagolal jest Proroky;

5. UK

DUIET. ME—D,
BHOR,

Kt

RO5H0, RAZ2H00D
EOEE,

[7—%0])

bIUIEFET. E—DFE,
HOMFMOEDF

ALAA - FYANE,
Fi3EATHOSEIC,
REDEEN.

HEODH,

FHEDDH.
FILOMEDDEZ LD,
wondgLTEEN.,
RE—K720,
FTRTFFEICEDTESND,
FEiZbns NHDI0.
FlbNEOKDIZDIT,
REDLTZ0,

BHEICEDT, BEHTITLD
TPoicEZ . ANERDIZEAD,
[(PHUFET.]

bNEDOITHFRITDTFEN,
(Rt - ESh0BEIZT)
HLAEZT, FEONIZEZD,
BEEIZHILIEL,
ZHBICKANZD,
KIZOIFNT,
ROBITEELIZEH D,
FIZHHEDIBITH UKD,
EENBANETEEHANEE
SIEEZDD
FOEIIKDDHIERL,

DUIMET. Thb

HE - -AmOBEAFEE,
HERIIREFELDNT,
REFEEBIC

HADDPOON,
FIHEEICKDTEED/EZD,



Et unam sanctam catholicam i jedinu Svetuju, Katolicesku

et apostolicam ecclesiam.
Confiteor unum baptisma
in remissionem peccatorum
et expecto resurrectionem
mortuorum,

et vitam venturi saeculi.
Amen.

Sanctus

Sanctus, sanctus, sanctus,
dominus Dues Sabaoth!
Pleni sunt coeli

et terra gloria ejus.
(Osanna in excelsis.)
Benedictus qui venit

in nomine domini.
Osanna in excelsis.

Agnus Dei

Agnus Del,

qui tollis peccata mundi,
miserere nobis.

(dona nobis pacem.)

i Apostolsku Crkov;

i spovédaju jedino kricenje
v otpuscenje gréchov;

i caju voskrsenja

mrtvych

i zivota budustago véka.
Amin.

6. Svet

Svet, svet, svet,
Gospod Bog Sabaot,
plna sut nebo,
zeml’a slavy tvoje.
Blagoslovl’ en gredy;j
vo ime Gospodrie.
Osanna vo vysnich.
7. Agnece Bozij
Agnece Bozij,
vzemlej gréchy mira.
pomiluj nas.

8. Varhany solo

9. Intrada

() & (733 - =] TEBSNESD

bhig— -8R -
BIEMEDESEFC.
FEOWLLDI-D7%2%
ME—DPEALETRD .
%10

KHDZDE,

KO MEEFELL,
T =RV

6. YTk

A VARA = A VA VAR A= VA VYA AN

TEOMLSE,

FEDRIAIX

T,
(ROWEEEETAITAY Y F,)
[ESETAN= 920/
FORIIEDTRIHE
KOWEFEEZAITRT VT,

7. 73R FA
THOFE,
HOFREERE B EX,
bNoEHDONITEZ
(bNBIEREERT-E2,)
8. LAY - vO

9. 1VNS—9 (F—TAL3)

*TFAMIDONT

ZZTHWOLNTWATFAMI, FTOIVEELEIZEALRLTHAD, 7OV TIc
1 EFRRVDIELOEAHD. 7L RTIE sub Pontio Pilato (R V47 -E5rDHEICT)
BEIPN TS, Y 7hy X Tk Osanna in excelsis (ROWEFEEIAIZRY V)
MIELPZL, TZ2A - TATIEREBEO#ZEDELIC dona nobis pacem (b HIZF
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Program notes by Robert Markow

Dvorak:
Symphony No.5 in F major, op.76

I Allegro, ma non troppo

I Andante con moto

I Andante con moto, quasi l'istesso tempo - Allegro Scherzando
IV Finale: Allegro molto

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

Most concertgoers know Dvofdk’s Ninth Symphony (From the New
World), and many know the Eighth in G major and the Seventh in D minor as
well. But few know any of the earlier symphonies, an unfortunate situation
since many of them are equally satisfying as the later, well-known ones. Such
is the case with No. 5 in F major, a work brimming with insouciant melodies,
fiery developments, rhythmic verve, and colorful orchestration, all bathed in
the warm glow of a summery pastoral landscape. It is difficult not to love this
symphony.

The Fifth Symphony was written in 1875 when Dvordk was 33, but it
waited four years for a first performance, as the composer had still not really
made a big name for himself. The premiere was given by the Orchestra of the
Czech National Theater in Prague on March 25, 1879, led by Adolf Cech.

The symphony opens in a bucolic mood with a subject resembling a
fanfare played by clarinets. One might expect instead to hear horns play such
a passage, and indeed, they do several times later in the movement, including
the quiet final statement of the fanfare motif. The music soon works itself into
a grandioso statement of a new idea, still in the home key of F major, which
in effect gives us two entirely different themes in this key. The second theme
area is also irregular in that it arrives in D, not the expected C major (violins,
dolce and wistful).

Much has been made of the resemblance of the first four notes of the
second movement to the opening of Tchaikovsky’s Piano Concerto No. 1.
Dvorék could not have heard the concerto (completed just three months
before he began his symphony), and even if he had heard it, these four notes
are common stock in the melodic patterns of so much eighteenth- and nine-
teenth-century music as to make coincidence all but certain. In any case,
though, there is a Tchaikovskian melancholy and warmth to this lyrical music
(Dvorék indicated it to be played espressivo e dolente — expressively and
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mournfully). The central contrasting episode is brighter and more lightheart-
ed, but soon we notice that the figuration in the accompaniment is obviously
derived from the melancholy main theme.

Among Dvordk’s nine symphonies, a unique feature of the Fifth is the
linking of the second and third movements without a break. A brief transition
passage leads directly into the boisterous, vivacious Scherzo, one of the most
thrilling Dvordk ever wrote. The brilliant orchestral colors are further
enhanced by the use of a triangle, used only in this movement (an analogous
situation occurs in the New World Symphony).

The Finale is more dramatic still, and stands out for the most unusual
procedure of beginning — and remaining — in a foreign key (A minor) for an
extended period of time before reaching the symphony’s home key of F
major. When it does, the impact is powerful indeed. The soaring second sub-
ject is shared by solo clarinet and violins in the lushly romantic key of D-flat
major. The development is wildly tempestuous, even fierce at times. The
arrival of the recapitulation offers another surprise, coming as it does not with
sound and fury as the movement began, but slipping in quietly and elegantly.
One final surprise occurs in the symphony’s coda, where we seem headed for
a peaceful close after all the symphony’s drama and excitement, but at the
last minute, the engines roar to life once more and the work ends in a joyful
blaze of F major.

Janaclek:
Glagolitic Mass (1927 first version)

I Intrada VI Svet (Sanctus)

I Uvod (Introduction) VI Agnece Bozij (Agnus Dei)
I Gospodi pomiluj (Kyrie) VI Varhany solo (Organ solo)
IV Slava (Gloria) IX Intrada

V Véruju (Credo)

Leo$ Janacek: Born in Hukvaldy, Moravia (now incorporated into the Czech
Republic), July 3, 1854; died in Moravska Ostrava, the Czech Republic,
August 12, 1928

Leo$ Janacek represents one of the strangest phenomena in the history
of composition. In contrast to someone like Mozart or Mendelssohn, whose
musical talents were known across Europe while still practically children, the
world did not “discover” Janacek until he was in his sixties, and nearly all of
his best-known works come from his later years — the operas Jentifa (the
work that catapulted him to fame in its 1916 production in Prague), Katd
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Kabanovd, The Cunning Little Vixen, The Makropulos Case, and From the
House of the Dead; the orchestral works Taras Bulba, the Sinfonietta and the
Concertino for Piano and Orchestra; and chamber works like the wind sextet
Miladi (Youth), the Capriccio for piano and winds, and the two string quartets
(Kreutzer Sonata and Intimate Letters). From this period also comes the work
on this program, the Glagolitic Mass, His music is totally distinctive, inhabiting
a sound world all its own, imbued as it is with rhythmic patterns of Moravian
folk tunes and speech patterns, melodic and harmonic idiosyncracies, and a
rough-hewn, almost granitic power impossible to forget.

One of Janacek’s very last works, written at the age of 72 near the close
of his enormously productive late period, was the Glagolitic Mass. It would be
reasonable to expect that the composer was a deeply religious man to have
written a work so richly imbued with spiritual fervor. Such was not the case,
however. He is on record as regarding all churches as “the essence of death.
Graves under the flagstones, bones on the alter, all kinds of torture and death
in the paintings. The rituals, the prayers, the chants — death and death again.
I won’t have anything to do with it!” No, the origin of Janacek’s Mass lies not
in the Christian faith, but in a sense of patriotism. For the tenth anniversary of
the Czech state in 1928, Janacek proposed to set the mass text “to perpetuate
faith in the immutable permanence of the nation, not on a religious basis, but
on a rock-bottom ethical basis, which calls God to witness.” A festive exuber-
ance and innate faith in the human spirit infuse the music.

The term “Glagolitic” refers to an ancient Slavonic alphabet similar to
old Bulgarian, and developed by two Greek monks, St. Cyril and St.
Methodosius, who were sent to evangelize the Slavonic people during the
ninth century. To have a vernacular language at their disposal for teaching
the Scriptures and for celebrating the Mass, the Saints devised Glagolitic from
small-case Greek letters.

The premiere of the 45-minute Mass took place on December 5, 1927 in
Brno. The orchestral score was first published by Universal in 1929, a year
after the composer died, but this did not represent Janacek’s final wishes.
Until recently, this was the edition used for most performances. In 1993,
Universal brought out another edition, the one being used at this concert,
edited by the Cambridge scholar Paul Wingfield. This has been dubbed the
“September 1927” edition, which is closer to the initial performances in Brno
and Prague, and which Wingfield believes Jand¢ek would have wanted.
Listeners familiar with the standard 1929 edition will note that the two-min-
ute “Intrada” is performed at the beginning as well as at the conclusion of the
Mass. Three sets of timpani are used at one point in the “Véruju” (Credo)
rather than the usual one set. A fourteen-bar choral passage in the “Svet”
(Sanctus) has been restored (cut presumably due to the difficulty of the
sopranos to reach the highest notes). In addition there are some changes in
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the solo vocal lines.

The purely orchestral “Intrada” serves as a two-minute introduction -
wildly jubilant and joyful. Brass predominate, and the timpani serve notice of
the prominent role they will play throughout the Mass.

Next comes the “Uvod,” which means introduction, but so does the
Latin/Italian word intrada, which in this case might be considered the
Introduction to the Introduction. Again the music is for orchestra alone, and
might almost have come from Janacek’s best-known orchestral work, the
Sinfonietta. Its melodic material provides much of the substance for the fol-
lowing movements.

With the “Gospodi pomiluj” (Kyrie) Jandcek begins the mass proper,
using the text of the standard Catholic liturgy as found in nearly all mass set-
tings, beginning with the “Kyrie,” but sung in Glagolitic, not Latin. The solo
soprano joins the chorus for the central “Christe” section. The orchestration is
rich, the harmony pungent, the melodic lines modal.

The organ is heard for the first time in the “Slava” (Gloria). Brilliant
writing for the brass, heroic utterances from the tenor, and massive sonorities
from the full orchestra underscore the text’s message of praise to God.

The “Véruju” (Credo) is the longest movement by far (about ten min-
utes), and contains some of the most adventurous and splendid orchestral
music Janacek ever wrote. A short instrumental introduction for lower-range
instruments leads into the choral affirmation of belief in one God, set to poi-
gnant harmony in a mood of ecstasy. An extended interlude for orchestra
alone begins with the solo flute, to which are added three clarinets, then
strings. The music grows from quiet simplicity to anguished intensity, culmi-
nating in a dissonant passage for organ alone and the agonized choral out-
burst on the words “raspet Ze za ny” (He was crucified for us). Women of the
chorus then describe the Resurrection, the men His Second Coming. The solo
tenor in his highest range emphatically reaffirms belief in one God, and the
full chorus and orchestra end the movement with a mighty outburst of joy.

The “Svet” (Sanctus) begins with a quiet orchestral introduction inflect-
ed with the delicate tones of celesta, harp and divided violins. Chorus and
soloists are awestruck in the presence of the divine.

An aura of mystery and unease hovers over the “Agnece Bozij” (Agnus
Dei). The choral passages are sung a cappella (unaccompanied), brass and
percussion are largely absent in this plea for mercy.

Next comes a three-minute Organ solo, quite bravura in spirit, followed
by the Mass’s concluding number, a repeat of the opening “Intrada.”

For a profile of Robert Markow, see page 13.
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kunste Berlin.
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,
Boston 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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Beethoven: Symphony No.6 in F major, op.68, “Pastorale”
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Program notes by Robert Markow

Beethoven:
Symphony No. 6 in F Major, 0p.68, “Pastoral”

I Awakening of happy feelings on arriving in the country: Allegro ma non troppo
I By the brook: Andante molto mosso

I Merry gathering of country folk: Allegro

IV Thunderstorm: Allegro

V Shepherd’s song — Happy and thankful feelings after the storm: Allegretto

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

The dividing line between program music and absolute music is a thin
one, but Beethoven proved himself a master of both in his Sixth Symphony.
Although the work has been produced with scenery, with characters who
move about on stage, and as part of the cinema classic Fantasia, Beethoven
took care to advise that the symphony is “more an expression of feeling than
painting.” The composer’s own love for the pleasures of the country are well-
known. The time he spent in the woods outside Vienna offered his tortured
soul precious solace and peace of mind. To quote the composer: “How glad I
am to be able to roam in wood and thicket, among the trees and flowers and
rocks. No one can love the country as I do ... In the woods there is enchant-
ment which expresses all things.”

The symphony received its first performance in Vienna as part of that
incredible marathon concert of December 22, 1808 at the Theater an der
Wien, an all-Beethoven concert that also included the Fifth Symphony,
Fourth Piano Concerto, Choral Fantasy and some vocal and choral music.

The symphony’s opening places us immediately in relaxed, beatific sur-
roundings. The day is sunny, warm and abounding in nature’s fragrances and
gentle breezes. But aside from conjuring nature imagery, the music is remark-
able for its motivic writing — virtually the entire movement is built from tiny
musical cells found in the first two bars. Entire phrases and sentences are
often formed from these motivic ideas repeated again and again.

The second movement invites contemplation. To Donald Francis
Tovey, this is ‘a slow movement in full sonata form which at every point
asserts its deliberate intention to be lazy and to say whatever occurs to it
twice in succession, and which in doing so never loses flow or falls out of
proportion.”

The Sixth is the only symphony in which Beethoven departed from the
four-movement format. The remaining three movements are played without
interruption. Rough, peasant merry-making and dancing are portrayed, but
the boisterous festivities suddenly stop when intimations of an approaching
storm are heard. There is not much time to take cover; a few isolated rain-
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drops fall, and then the heavens burst open. Timpani, piccolo and trombones,
all hitherto silent in the symphony, now make their entrances.

With the tempest over, a shepherd’s pipe is heard in a song of thanks-
giving for the renewed freshness and beauty of nature. The joyous hymn is
taken up by the full orchestra as if, to quote Edward Downes, “in thanks to
some pantheistic god, to Nature, to the sun, to whatever beneficent power
one can perceive in a universe that seemed as dark and terrifyingly irrational
in Beethoven’s day as it can in ours.”

Respighi:
The Fountains of Rome

I The Fountain of Valle Giulia at Dawn
II The Triton Fountain in the Morning
I The Fountain of Trevi at Midday

IV The Villa Medici Fountain at Sunset

Ottorino Respighi: Born in Bologna, July 9, 1879; died in Rome, April 18,
1936

The early twentieth-century figure Ottorino Respighi was a many-tal-
ented, multi-faceted musician: violinist, violist, conductor, educator, adminis-
trator, editor, and composer who wrote songs like a German, operas like an
Italian, and orchestral music like a Russian. An early stint as principal violist
in the St. Petersburg Opera Orchestra was followed by a period as violinist in
the Mugellini Quintet (1903-08), all the while studying composition with Luigi
Torchi and Giuseppe Martucci in his native Bologna, with Rimsky-Korsakov
in Russia, and with Max Bruch in Berlin. In 1908, he turned his back on per-
forming and devoted the rest of his life to composition.

A strong interest in history brought forth such works as Mary of Egypt
(a “mystery” play with music), Belkis, Queen of Sheba (ballet), the Botticellian
Triptych (orchestral portraits) and the operas Semirama and King Enzo.
Respighi’s fascination for music of bygone eras led to many of his more popu-
lar works, including the potpourri Rossiniana, the ballet La Boutique fan-
tasque (also based on Rossini’s music), The Birds (old harpsichord pieces),
and Ancient Airs and Dances (seventeenth- and eighteenth-century lute
music). Less well known are the Concerto gregoriano for violin and the
Concerto in the Mixolydian Mode for piano, both incorporating Gregorian
chants and ancient church modes.

Respighi’s interest in historical matters also brought forth the music by
which he is best remembered today, a trilogy of symphonic evocations of
ancient Rome: The Fountains of Rome (1916), The Pines of Rome (1924) and
Feste romane (Roman Festivals, 1928). All three works burst with brilliant
effects, resplendent orchestration and intoxicating rhythms, largely learned
from Respighi’s teacher Rimsky-Korsakov, but also derived from personal
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study of the scores of Richard Strauss, Debussy and Stravinsky.

Rome, the “Eternal City,” was a “natural” for a musician of Respighi’s
antiquarian inclinations, a city steeped in history, studded with monuments
and statues, richly endowed with great art and architecture. The composer
wondered aloud why no one “had ever thought of making the fountains of
Rome sing, for, after all, they are the very voice of the city.” In The Fountains
of Rome, Respighi’s purpose was, as he stated in the introduction the score,
“to give expression to the sentiments and visions suggested to him by four of
Rome’s fountains at the hour in which the character of each is most in harmo-
ny with the surrounding landscape, or in which their beauty appears most
suggestive to the observer.” The first performance was given, appropriately
enough, in Rome on March 11, 1917, with Antonio Guarnieri conducting the
Augusteo Orchestra. The Fountains of Rome was Respighi’s first big success
as an orchestral composer. The work remained for many years his most
famous composition, and it is still regarded as one of his finest.

In the score published by Ricordi, Respighi wrote a description of the
sights and sounds evoked by the four connected sections:

“The first part of the poem, inspired by the Fountain of Valle Giulia,
depicts a pastoral landscape; droves of cattle pass and disappear in the fresh
damp mists of a Roman dawn.

“A sudden loud and insistent blast of horns above the whole orchestra
introduces the second part, the Triton Fountain. It is like a joyous call, sum-
moning troops of naiads and tritons, who come running up, pursuing each
other and mingling in a frenzied dance between the jets of water.

“Next there appears a solemn theme borne on the undulations of the
orchestra. It is the Fountain of Trevi at midday. The solemn theme, passing
from the woodwind to the brass instruments, assumes a triumphal character.
Trumpets peal; across the radiant surface of the water there passes Neptune’s
chariot, drawn by sea horses, and followed by a train of sirens and tritons.
The procession then vanishes while faint trumpet blasts resound in the dis-
tance.

“The fourth part, the Villa Medici Fountain, is announced by a sad
theme which rises above a subdued warbling. It is the nostalgic hour of sun-
set. The air is full of the sound of tolling bells, birds twittering, leaves rustling.
Then all dies peacefully into the silence of the night.”

Respighi:
The Pines of Rome

I The Pines of the Villa Borghese
II Pines Near a Catacomb

Il The Pines of the Janiculum

IV The Pines of the Appian Way
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In The Pines of Rome, Respighi does not so much attempt to portray
nature, but rather uses landscapes with pines in and around Rome as points
of departure to conjure up visions and reminiscences of the great city. “The
century-old trees which so characteristically dominate the Roman landscape
become witnesses to the principal events in Roman life,” wrote the composer.
As with The Fountains of Rome, the first performance was given in Rome
with the Augusteo Orchestra. Bernardino Molinari led the orchestra on
December 14, 1924.

In the score published by Ricordi, Respighi wrote a description for each
of the four sections, which are played without pause: Freely adapted and
expanded, the text runs as follows:

I. The Pines of the Villa Borghese — Children are at play in the pine
grove of the Villa Borghese, dancing the Italian equivalent of “Ring around a
Rosy” ; they mimic marching soldiers and battles; they chatter like excited
swallows at evening, then swarm away. Triangle, bells, celesta, piano and
harp contribute to the shimmering brilliance. Suddenly the scene changes to

II. Pines Near a Catacomb — We see the shadows of the pines, which
crown the entrance to a catacomb. From the depths rises a mournful chant
(low horns) which floats through the air like a solemn hymn, then slowly and
mysteriously dies away. The liturgical connection is relevant when we recall
that the early Christians used the catacombs as safe places of worship when
their sect was banned.

III. The Pines of the Janiculum — A slight tremor disturbs the night air.
The full moon reveals the profile of the pines on the Janiculum, a hillside park
near the Vatican. A nightingale is singing. The use of the recorded birdsong
represents the first time a well-known composer employed modern recording
playback techniques within a musical work. In a magazine article of 1925,
Respighi stated: “I do not believe in sensational effects for their own sake. -+ I
simply realized that no combination of wind instruments could quite simulate
the real bird’s song. Not even a coloratura soprano could have produced an
effect other than artificial. So I used the phonograph.”

IV. The Pines of the Appian Way — Misty dawn over the Appian Way,
the ancient highway extending 560 kilometers from modern Brindisi to Rome.
A magical countryside guarded by solitary pines. The indistinct, incessant
rhythm of muffled footsteps. In the poet’s mind appears a vision of past glo-
ries: In the grandeur of the rising sun, an army advances inexorably on the
Capitoline Hill to the accompaniment of brass fanfares. Among the many
notable orchestral features in The Pines of Rome is the use of six buccinas
(ancient Roman war trumpets) for the fanfares in the final movement.
Allowing that such exotica may not be available today, Respighi indicated in
the score that these parts could be played on modern bugles or other instru-
ments instead. The buccinas enter in pairs, adding their colors and strength to
the orchestral mass that grows to a deafening roar of sound in a fitting acco-
lade to “Rome the Eternal.”

For a profile of Robert Markow, see page 13.
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Tatsuya Shimono is General Music Director of Hiroshima Symphony Orchestra and Music
Director of Hiroshima Wind Orchestra. Born in Kagoshima in 1969, he cemented his
international reputation as a conductor by winning the 1st Prize at 47th Besancon International
Competition in 2001. Since then he has guest conducted major orchestras such as Orchestra
dellAccademia Nazionale di Santa Cecilia, Czech Philharmonic, Barcelona Symphony, Sinfonia
Varsovia, Tokyo Symphony, and NHK Symphony among others. Shimono served as Resident
Conductor and then Principal Guest Conductor of Yomiuri Nippon Symphony as well as Guest
Conductor and then Principal Guest Conductor of Kyoto Symphony.
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Fri. 30 September 2022, 19:00 at Tokyo Bunka Kaikan

1518 @ NEFEBT Tatsuya SHIMONO, Conductor
DFAFU @ F B Shion MINAMI, Violin
475 @ TAET—-UF TN Timothy RIDOUT, Viola
Fr0O @ [AAth Yuya OKAMOTO, Violoncello
VY-~ 29— @ KK E Tomoshige YAMAMOTO, Concertmaster

[AIZESE £ 100 £58= : nE=5)
{Sadao Bekku 100 - Three Concertos)

Bl= St - FTOBZ=e (FL) (1997/2001) @349)

Sadao Bekku: Cello Concerto “Autumn” (1997/2001)

I Allegro moderato
Cadenza
I Allegro giocoso con grazia

Rl al : JASimE=H (1971) Gos

Sadao Bekku: Viola Concerto (1971)

[ Adagio - Allegro moderato
I Adagio affettuoso
I Andante - Allegro moderato

{K& / Intermission (20 %)

Al J7A U RZEE (1969) @259

Sadao Bekku: Violin Concerto (1969)

I Moderato
Cadenza
I Andante - Allegro ma non troppo
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Shion MINAMI

Violin
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With her 2nd prize at Concours international Long-Thibaud, Shion Minami attracted a great
deal of international attention in 2005. She continues her study in Hannover, and at the same
time, gives many recitals and concerts in Japan and Europe. Minami has performed with
orchestras including Orchestre National de France, Orchestre National de Lille, Orchestra del
Teatro di San Carlo, and many other Japanese orchestras.

Timothy RIDOUT

Viola
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Born in London in 1995, Timothy Ridout studied at Royal Academy of Music graduating with the
Queen’s Commendation for Excellence. He completed his Masters at Kronberg Academy with
Nobuko Imai. In 2016 Ridout won the 1st Prize in the Lionel Tertis International Viola
Competition. He has performed with conductors including Eschenbach, Zinman, and
Cambreling, and orchestras such as BBC Symphony, Philharmonia Orchestra, and Tonhalle-
Orchester Zrich.
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Yuya OKAMOTO

Violoncello
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Yuya Okamoto was born in Tokyo in 1994. In 2017, he won the 2nd Prize at the Queen
Elisabeth International Music Competition of Belgium. In 2011 he won the 1st prize at the
Music Competition of Japan. It deserves special mention that he performed Brahms’ Piano
Quartets co-starring with Krystian Zimerman in Italy and Japan in 2019, and in Monaco and
Switzerland in 2021, with great success in each country. The third collaboration with Zimerman
is planned for October 2022 in Lucerne, Vienna, and Luxembourg.
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Three Concertos for the 100th birth-anniversary
of Sadao Bekku

Takayuki Komuro
(translated by Tadashi Mikajiri)

Even after ten years since Sadao Bekku (1922-2012) passed away, there
remains a persistent question where to position him in the critical assessment.
Depending on the different viewpoints of the critics, his assessment can vary
from ‘a Classicist’ to ‘the last Romanticist’, ‘an anachronistic nostalgist’, or ‘a
forerunner of post-modernism’.

School days

In 1943, Bekku enrolled in Tokyo Imperial University (currently The
University of Tokyo), The Faculty of Science, physics major. Feeling unable,
however, to give up western music with which he had avidly familiarized
himself, he privately started to study in the same year with the famed com-
poser Tomojiro Ikenouchi (1906-91), who was yet to be the professor of
Tokyo School of Music (currently Tokyo University of the Arts, The Faculty
of Music). Bekku started to learn harmony and counterpoint in the style of the
French school, and after the 2nd World War, entered The Music Competition
(currently The Music Competition of Japan), where he won the second prize
in 1946 with “Two Chapters for Orchestra” and the first prize in 1948 with
the song sequence “Light-coloured Pictures for voice and piano” in a style
which he admits as being close to Schumann’s. Although written in a youthful
fashion, the latter has been, and still is, performed more frequently than most
of Bekku’s works. He thus confessed that he was embarrassed and was won-
dering whether to express pleasure or bitterness.

After graduating from physics major, Bekku enrolled in The Faculty of
Letters, philosophy major, of the same university in 1947. Around this time,
he started approaching Classicism. The famous critic, Hidekazu Yoshida
(1913-2012) and the composer Ro Ogura (1916-90), both of whom were a lit-
tle senior to Bekku, devoted themselves to this Classicism in those days, and
he titled his dissertation for the bachaelor’s degree “What is romantic in
Beethoven’s style” . There he tried to clarify, by means of music analysis, that
romantic harmony in Wagner was already present in Beethoven’s works. This
excercise convinced him that ideal music is the one where ‘structural form’ of
classicism and ‘lyric contents’ of romanticism combine to bring synergetic
effect and impress the listeners, and this conviction stayed with him until the
end of his life.

Le Conservatoire de Paris
In 1951, Bekku entered Le Conservatoire de Paris, together with Akio

Yashiro (1929-76) and Toshiro Mayuzumi (1929-97), both of whom had also
studied with Tkenouchi. There he studied composition with Darius Milhaud
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(1892-1974) and music analysis with Olivier Messiaen (1908-92). He kept
contacts with those masters throughout their lives; Mihaud wrote to him just
two months before his death in 1974 “Write a lot of good melodies” ; when
Bekku consulted Messiaen of his embarrassment in facing avant-garde music,
Messiaen told him “You should write down what you love and what you feel,
regardless of varying tastes of the time” , the words which represent Bekku’s
own faith in creation.

Symphonies and Concertos

Bekku returned to Japan in September 1954. “Deux priéres” for orches-
tra (1955-56), which he regarded as a milestone putting an end to his period
of apprenticeship, is actually a combination of a prelude and a fugue, reflect-
ing how he went well with academic community, and has become the most
famous work from his youth. On the other side, Bekku decided to face the
long-held dream of writing a large scale work in the four-movement style,
typical of Beethoven. The completed First Symphony (1961) was constructed
in the ‘structural form’, but its sounds are mixture of various elements: we
hear the echoes of such composers as Roussel, Stravinsky, Prokofiev, and
Honegger, all of whom charmed him while he was in Paris.

After spending large amount of his time between 1961 and 1968 on
operas, including “Arima-no Miko (Prince Arima)” based on a play with the
same title by Tsuneari Fukuda (1912-94), Bekku came back to large scale
instrumental music with his Violin Concerto (1969). Having tried an approach
to Bartok-like atonality in the third movement of his Sonata for Violin and
Piano, completed in 1967, he made a further effort to step out of tonality in
his own fashion. Bekku himself defines this to be the most atonal among his
works. Objectively speaking, however, he avoided settling on major or minor
chords in the concerto and explored the narrow path between the tonality
and atonality with the highly sophisticated technique in harmony and coun-
terpoint.

Two years later in 1971, Viola
Concerto appeared. Bekku said he “tried to
make it unlike the Violin Concerto since it
came about after a short interval, and it
became quite different” , but looking back
calmly from today, they are brothers with
individual characters. Instrumental sounds
with such high tension reach their peak in
the Second Symphony (1975/78/2004).
Bekku tried to further develop the sound of
the Violin Concerto — especially the mystic
and unstable sound at the beginning of its
first movement — which his fellow compos-
ers highly acclaimed.

Although Bekku himself was far from

Sadao Bekku and Darius Milhaud
(July 1954, Paris, in the study of
Mithaud's home) 9/30 A Series 53
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being satisfied with the symphony, Messiaen sent him comments of praise
when he received the score and the recording. The gap between his own
evaluation and such high esteem by fellow composers of the time must have
distressed the creator in Sadao Bekku. In the following Piano Concerto
(1979-81), he made a grave decision: he dared to ignore the words of fellow
composers and turned to extremely romantic sound. It became “my most pop-
ular work among the non-professional listeners” , he said.

In February 1980 when he was composing the Piano Concerto, Bekku
was a judge in a competition of young composers. There he found Takashi
Yoshimatsu (1953-) who was to become the standard-bearer of anti-modern
music, and recommended him to revise his “Threnody to Toki” written then
for a smaller ensemble. Bekku himself may have sensed the shift of tide then.
He said he added the title “Spring” to his next large scale work, the Third
Symphony, because musical idea came to him while skiing in the spring time,
but we cannot help thinking he was declaring the end of tonality’s winter.

Nevertheless, we cannot simply call Bekku an anachronistic nostalgist.
In the late 1980s, he wrote his Fourth Symphony “Summer 1945” (1986-89),
where he once again faced up to atonal dissonances, and made them admira-
bly co-exist with tonality and scales, without giving an impression of chaos
like the First Symphony. Bekku himself regarded it as his masterpiece.

In the natural order of things, the subtitle “Autumn” should have been
given to his Fifth Symphony (completed in 1999, and revised in 2001 and
given the subtitle of “Human Beings” ), but in April 1994, his wife, 4 years
elder than him, had a stroke and was paralyzed on the right side of the body,
and he was to take constant care of her. After she was settled in a nursing
home and gave him some freedom, he wrote Cello Concerto as if to escape
from anxiety, and the subtitle “Autumn” was given to this concerto. On hear-
ing its opening, one might think it is just a return to romanticism, but it is like
a self-portrait of Bekku who was distressed by the fear of losing his loved
one. His wife Akiko passed away in March 1998, before its premiere.

Sadao Bekku:
Cello Concerto “Autumn” (1997/2001)

The work consists of two movements, with a cadenza in-between in the
place of a slow movement. This structure is the same as the Violin Concerto,
but the sounds are quite different.

First Movement (Allegro moderato) is in the sonata form with unique
ideas. From the beginning, a rhythmic theme is repeated by the wind instru-
ments, and the cello solo starts singing the listless first theme (C- G,/ C-E b
— D). When the soloist’s masterful passage with double stop technique sub-
sides, the second theme comes in. English horn’s gentle melody stands out at
first, but its later reprise is secretly played by lower brass, and the theme (A b —
/G—C/F—/Eb —)is played again by the flute, hidden in the back-
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ground of cello solo.

A codetta (small ending) there leads to tremolo of strings which marks
the beginning of the development section. The rhythmic theme and the first
theme intertwine with each other, creating tension. While the solo cello dis-
plays technical passages, violins suddenly jump in with transparent melody
which reveals itself to be a recapitulation of the second theme! (The recapitu-
lation is inserted in the development section.) After the development section
gradually regains its tension, there comes another codetta, which now leads
to the recapitulation of the first theme.

The Cadenza catches on the end of the first movement, and displays
unaccompanied solo passage derived from the first and the second themes
that had already been introduced.

Second Movement (Allegro giocoso con grazia) starts as the orchestra
comes back. It is in a rondo-sonata form with more unique ideas, but listeners
can enjoy it as a generous three-part form. The theme of the main section
which the solo cello presents is taken from the codetta of the first movement,
although it isn’t easy to identify it only by the ear. This theme is entangled by
neighbor tones taken from the cadenza’s ending, and by motives repeating
the same rhythm (the rhythm is equivalent to the insert section of the rondo
form). In the middle section, oboe plays a graceful melody, and then the main
section comes back. This is not a simple recapitulation but functions also as
the development section, where various materials are worked on. Towards
the end of all, elements of the first movement are quickly revisited to make
you feel the late autumn of life around yourself.

Composed in 1997, and revised in 2001.
Premiere: July 3, 1998 at Nakano ZERO Hall
Cello solo: Ko Iwasaki
Tokyo Symphony Orchestra conducted by Kazuyoshi Akiyama
Premiere of the revised version: March 7, 2001 at Suntory Hall
Cello solo: Tsuyoshi Tsutsumi
Tokyo Metropolitan Symphony Orchestra conducted by Hiroshi
Wakasugi

Sadao Bekku:
Viola Concerto (1971)

On the surface, this work looks like a traditional fast-slow-fast three-
movement concerto, and its melody and rhythm show influences from Bartok,
but it has unique structure in it and is considerably complicated.

First Movement (Adagio - Allegro moderato) is in a generous sonata
form, with the following musical sequence. The usage of [Inserted phrase] is
unique.
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[Introduction: (1)Orchestra — (2)Viola solo)

(Exposition: First theme — Inserted phrase (Variation of second material (2)
from the Introduction) — Second theme]

(Development: Introduction — First theme]

(Recapitulation: First theme — Inserted passage — Second theme]

(Coda]

Introduction displays fragments of various musical materials, which are
to appear later. When the solo viola and flute alternately play the melody (A *
Bb,/D-C#), it is the beginning of the first theme. Repetition of 5-beat
rhythm by violas tells us the start of the inserted phrase, which was derived
from the solo viola in the introduction section. It is oboe that presents the
second theme to the rocking strings. Celesta resonates in the background,
whose melody derives from the first theme. When this second theme is
worked on and reaches its peak, the movement goes into the development
section. First, the flute’s melody at the beginning of the introduction, followed
by a melody originating from the solo viola in the introduction, and then the
first theme: all are developed and gradually lead to the recapitulation section.
After the reprise of the second theme, the coda revisits various materials as
highlights.

Second Movement (Adagio affetuoso) is written in three-part format.
The theme of the main body of this chapter is presented in a chorale-like har-
mony, presented chiefly by the brass. The solo viola develops a melody deriv-
ing from the first movement. Broken chords of celesta and vibraphone tell the
beginning of the middle section. Over the chords, the oboe plays a variation
of the second theme of the first movement. The main body of this movement
is recapitulated afterwards.

Third Movement (Andante - Allegro moderato) is also based on sonata
form, but the inserted elements are more numerous than in the first move-
ment, and it is almost a fantasy or a capriccio. The cores of this movement
are the first theme presented by tuba (G*A b — G — /D-F] , which is a
vertical reversal of (F-E-F+A b -F] played by the solo viola in the intro-
duction of the first movement, and the second theme presented later by clari-
net (alternating between 6/8 and 3/4), but a number of materials from the
first movement reappear and are added to the sound, obscuring the formal
structure. When rhythms subside, the middle section which is also the devel-
opment section starts, but it is re-visited by the second theme of the first
movement. The cadenza of solo viola plunges into the recapitulation as well
as the coda that quickly culminates into the climactic finale.

Composed in 1971.
Broadcast Premiere: October 28, 1971 on NHK FM.
Viola solo: Nobuko Imai
NHK Symphony Orchestra conducted by Hiroshi Wakasugi
Stage Premiere: March 3, 1972 at Tokyo Bunka Kaikan
Viola solo: Nobuko Imai
NHK Symphony Orchestra conducted by Tadashi Mori
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Sadao Bekku:
Violin Concerto (1969)

As stated above, the concerto has the two-movement structure, with
cadenza in the place of slow movement. It is unusual but is simpler than the
viola concerto.

First Movement (Moderato) is in sonata form, with the latter portion of
the exposition being long. The fragmental theme, which the solo violin pres-
ents from the beginning, is worked on and develops gradually. The core of
the first theme consists of initial four notes (B — A #, A # - G) played by
the solo violin. After a transitional passage with impressive chords of flute
and celesta, oboe introduces the second theme in somewhat Japanese mood,
and the solo violin takes it over. The music changes to triple time, the tempo
quickens, and variation of the first theme starts. This sounds like the begin-
ning of the development section, but it is still in the exposition and Bekku
takes ample time to culminate it until it reaches a climax in D-minor. When
the tempo calms down and unstable sound comes back, the true development
section begins, but it is short and soon passes through another transition into
the clear recapitulation with the second theme. The first theme is compactly
reprised in the coda.

As if to make up for the short development section, the theme is thor-
oughly developed in The Cadenza played in the place of a slow movement.

The orchestra comes back to start Second Movement (Andante -
Allegro ma non troppo), which shows clearer influence of Bartok than the
viola concerto. After the initial connecting section, flute ticks the rhythm in a
quicker tempo and leads to the main body of the three-part movement (pre-
cisely speaking, it is a generous rondo-sonata form). The solo violin’s signal-
like theme (D-E b -B —) stands out as the core of the main body. It was
transformed from the second theme of the first movement, and some other
motives also derive from materials in the first movement. The chief theme in
the middle section with calmer tempo is almost identical with the viola
concerto’s second theme in its first movement, which we just heard. When
the main body returns, the music runs up to the final climax.

Composed in 1969.
Broadcast Premiere: November 13, 1969

Violin solo: Yuriko Kuronuma

NHK Symphony Orchestra conducted by Hiroshi Wakasugi
Stage Premiere: March 27, 1973 at Tokyo Yubin Chokin Kaikan (currently Hall of
Mielparque Tokyo)

Violin solo: Toshiya Eto

NHK Symphony Orchestra conducted by Hiroshi Wakasugi
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