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Gergely Madaras is Music Director of Orchestre Philharmonique Royal de Liege since 2019.
He has previously held positions as Chief Conductor of Savaria Symphony (Hungary) and
Music Director of Orchestre Dijon Bourgogne (France). Having forged strong professional
relationships throughout Europe, Gergely regularly appears as a guest conductor with
orchestras including Hallé Orchestra, BBC Symphony, BBC Philharmonic, Tonhalle Orchester
Zurich, Budapest Festival Orchestra, Filarmonica della Scala, and Orchestre National de Lyon.
Equally established in the operatic repertoire, he has appeared at English National Opera,
Dutch National Opera, Grand Théatre de Geneve, and Hungarian State Opera.
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Josef SPACEK

Violin
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Josef Spacek was born in Czech in 1986. He won the 3rd prize at Carl Nielsen International
Violin Competition in 2008. Spacek served as concertmaster of Czech Philharmonic, the
youngest in its history. The orchestra named him “Associate Artist” as of January 2016. He
held this post until the end of the 2019/20 season and now devotes himself exclusively to his
solo career. Spacek played with orchestras including Orchestre de Paris, Philadelphia
Orchestra, Bamberger Symphoniker, Helsinki Philharmonic, and Rotterdam Philharmonic under
batons of Bélohlavek, Hrlisa, Gergiev, Bychkov, and Inbal. He performs on the ca. 1732 “Le
Brun; Bouthillard” Guarneri del Gesu violin, generously on loan from Ingles & Hayday.
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Program notes by Robert Markow

Liszt:
Hungarian Rhapsody No.2

Franz Liszt: Born in Raiding, Hungary (now in Austria), October 22, 1811; died in
Bayreuth, July 31, 1886

Liszt was captivated by Hungarian gypsy music all his life, right from child-
hood. He collected melodies he heard played at campsites and other locations. His
writings are peppered with references to them and their music, and he even wrote
a 450-page treatise on the subject, published in 1859. Liszt explained the title as
follows: “By using the word rhapsody my intention is to indicate the fantastic-epic
nature which I believe this music to possess. Each of these pieces seems to me to
resemble part of a series of poems which all express national fervor. -+ [The rhap-
sodies] have their origins in the proud and warlike ardor and the profound grief
which gypsy music can depict so well.”

Liszt was mistaken in equating “gypsy” music with that of the Hungarian
Magyars, as research by Barték, Koddly and others has proven. The themes he
used actually came from “urban” sources, mostly popular tunes recently composed.
The gypsy flavor derives from use of the so-called “gypsy scale” (C D E-flat F-sharp
G A-flat B C), sectional structure punctuated by sudden breaks, abrupt transitions,
and a freely improvisatory style. Contrast and gathering momentum are the princi-
pal shaping forces of this music.

The nineteen rhapsodies were composed across a span of more than four
decades in two main spurts. Nos. 1-15 date from the mid-forties to the early fifties,
while the remaining four were written in the early 1880s. The original solo piano
version of No. 2 (by far the most popular of all the rhapsodies) comes from 1847.
Thereafter, arrangements, rearrangements and disarrangements have appeared for
everything from simplified versions for young piano students to full orchestra, and
in everything from Bugs Bunny cartoons to feature films (100 Men and a Girl). The
orchestral version we hear at this concert (Karl Miller-Berghaus, 1829-1907) is the
best-known, but it is just one of several.

Structurally, the rhapsodies are free in form, the overall shaping forces gener-
ally defined by areas of contrast and overall gathering momentum. Like many of
them, No. 2 begins with a slow introduction leading into an Andante mesto, which
features a lush, passionate theme played by the strings. The second main part is
the friska, which begins quietly in the solo oboe, gradually building in speed, tex-
ture and volume. The whole orchestra finally gives out the principal theme of the
friska in the major mode — a sort of brilliant can-canesque dance tune.
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Bartok:
Violin Concerto No.2, 5z.112

I Allegro non troppo
I Andante tranquillo
I Allegro molto

Béla Bartok: Born in Nagyszentmiklds, Hungary (now Sinnicolau Mare, Romania),
March 25, 1881; died in New York City, September 26, 1945

Bartok’s Second Violin Concerto was written in 1937-1938 for the violinist
Zoltan Székely, with whom Bartdék had formed a friendship years before. It ranks
among the half dozen or so greatest violin concertos of the twentieth century, one
that can stand proudly beside those of Berg, Bloch, Elgar, Prokofiev and Sibelius.
Bartok’s concerto also belongs securely in their company for its lyricism, warmth
and accessible style.

When Székely asked Bartdk to write a concerto for him, he had in mind a
traditional, full-fledged, three-movement work. Bartdk, on the other hand, preferred
a single-movement work in variation form. In the end, both men got their way. The
central movement is a theme-and-variation set. The outer movements are in sonata
form, but are variations of each other. (The themes of the first movement are recast
in the finale, which unfolds section by section as a reflection of the opening
movement.) Székely gave the first performance on March 23, 1939 with Willem
Mengelberg conducting the Amsterdam Concertgebouw Orchestra.

The concerto’s formal logic is indubitably remarkable in itself, but it is the
emotional intensity and mellow expressiveness that keep it securely in the
repertory. As in most of Barték’s compositions, a strong sense of the Hungarian
ethos is present, noticeable especially in the rhythms and scale patterns.

The concerto opens with solo harp gently strumming B-major chords, as tonal
and consonant a sound as you could find anywhere. Cellos softly pluck an
introductory motif. At the seventh bar the soloist enters, tearing into the passionate
first theme — a rhapsodic, intensely lyrical idea that is in neither B major nor B
minor, but is unmistakably Hungarian in character. The second theme, introduced
by the soloist against a quiet, almost mysterious background of sustained strings,
has become somewhat notorious as an example of a twelve-tone row without
actually behaving like one. The cadenza begins with Barték’s only use of quarter
tones in the concerto, as the solo violin “bends” the notes slightly up and down.

A simple, tenderly plaintive theme played by the solo violin introduces the
second movement. There is a distinct folk character to its melodic contours as well
as a parlando (speaking) quality to it. From this theme Barték derives six
contrasting variations, each a little world unto itself in terms of dynamics, mood,
tempo, texture and orchestration. Wind instruments occasionally come to the fore,
but there are pronounced roles for the harp, celesta, and timpani.
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The third movement closely follows the structural outline of the first, being in
effect a free variation of the earlier movement. Its first theme is identical to that of
the first movement, note for note, but the rhythm and character are so changed as
to render it almost unrecognizable. The second theme (the twelve-tone idea) is
melodically somewhat modified and takes on a swaying, dancelike character. New
rhythms, new colors, new ways of fragmenting and recombining elements of the
themes all provide a fascinating exercise in musical analysis while offering the less
analytically inclined listener a vast array of brilliant sonorities, emotional
expression, folk-inspired melodic ideas and rhythmic excitement.

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

I Allegro con brio

I Adagio

Il Allegretto grazioso

IV Allegro ma non troppo

Antonin Dvofédk: 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
evocations of nature and simple rustic life call to mind other symphonies of a
pastoral nature: Beethoven’s Sixth, Schumann’s Spring Symphony (No. 1),
Schubert’s Fifth, Mahler’s Fourth, and Brahms’s Second.

Dvorak began work on his Eighth Symphony in late August, 1889. He was in
high spirits and full of creative confidence. He “complained” to a friend that his
head was so full of ideas that it was a pity it took so much time to jot them down.
“Melodies simply pour out of me.” For this reason, it took him only 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. Dvordk conducted the first performance on February 2, 1890 in
Prague.

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

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

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

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

For a profile of Robert Markow, see page 29.
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Thomas Dausgaard is Chief Conductor of BBC Scottish Symphony, Conductor Laureate of
Swedish Chamber Orchestra, and Honorary Conductor of both Danish National Symphony
and Orchestra della Toscana. As a guest conductor, he maintains close connections with
orchestras including Gewandhausorchester Leipzig, Wiener Symphoniker, Symphonieorchester
des Bayerischen Rundfunks, Toronto Symphony, and Bergen Philharmonic. Dausgaard has
also appeared orchestras such as New York Philharmonic, Cleveland Orchestra, Philadelphia
Orchestra, Los Angeles Philharmonic, Saint Petersburg Philharmonic, Minchner Phitharmoniker,
Orchestre philharmonique de Radio France, London Symphony, Philharmonia Orchestra, and
Chamber Orchestra of Europe.
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Sun. 16 October 2022, 14:00 at Tokyo Metropolitan Theatre

1518 @ h— X9 DX — Thomas DAUSGAARD, Conductor
FrO @ BH K Dai MIYATA, Violoncello
VY- R9— @ | IRKE Tomoshige YAMAMOTO, Concertmaster

SUI— I REBMFELTE (BE) @
Langgaard: Symphony No4, BVN124, “Fall of the Leaf”

a—~ > FTOBSE 45958 op.129 @4
Schumann: Cello Concerto in A minor, op.129

[ Nicht zu schnell

I Langsam

I Sehr lebhaft

A28 / Intermission (20 %)
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Nielsen: Symphony No.4, op.29, “The Inextinguishable”

I Allegro

I Poco allegretto

I Poco adagio quasi andante
IV Allegro
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Dai MIYATA

Violoncello

=H X
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BFTURNEUTCEHBNREEZR LT TN,

BRETEDIEET. &HVIIVNLRG2022F10BHEEFED 27X /7. Fz0O-
VFI] Thd, Fleh—<YR - IORT—#EBBCRIT 4 vV 1 ELDHEEICLD
[TILA—: FzOBREMH] OFAXBEL, I—0Ov/SOEFEDHDED—D [OPUS
KLASSIK 2021] JOvF)UREFY (FxzO) ZREBUT,

ARSI, THREKARTLIESINEI698FERIA NS T+ I7UDR "VUv
EZ— (Cholmondeley)” T2,

In 2009, Dai Miyata won the Grand Prix at the 9th Rostropovich Cello Competition, which
meant that he became the very first Japanese competitor who won the grand prix in the
world’s most prestigious competition. Since his early childhood, his splendid talent had attract-
ed a lot of attention of people and musicians surrounding him. After age 9, he won the first priz-
es in all the contests in which he participated including 74th Music Competition of Japan. And
he is active in holding solo concerts, recital and chamber music with world famous musicians;
Lynn Harrell, Gidon Kremer, Yurii Bashmet, Maxim Vengerov, Augustin Dumay, and Eliahu Inbal.
Miyata plays Antonio Stradivari “Cholmondeley” 1698 (Loaner: Ueno Fine Chemicals Industry).
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Program notes by Robert Markow

Langgaard:
Symphony No4, BVN124, “Fall of the Leaf”

Fortvivlet skovbrus (Rustle in the forest): Allegro
Solstrejf (Glimpse of sun): Quasi allegretto
Allargando espansivo

Torden (Thunderstorm): Allegro

Piu lento

Allegretto pastorale

. Hostligt! (Autumnal!): Allegro con moto

. Treet (Tired): Poco adagio

. Fortvivlelse (Despair): Allegro appassionato

. Tranquillo

. Comodo sempre

. Sendag-Morgen-klokkerne (Sunday morning; bells): Sostenuto pesante
. Forbi! (At an End!): Piti con moto

—
S50 ®NO U R W~

—_
w N

(played without pause)

Rued Langgaard: Born in Copenhagen, July 28, 1893; died in Ribe, Denmark, July
10, 1952

This TMSO concert opens and closes with Fourth Symphonies by two differ-
ent Danish composers, both completed in 1916. But while Nielsen’s Fourth is com-
monly heard, Langgaard’s Fourth is something of a rarity. Even so, of his sixteen
symphonies, it is probably the best-known, and was the first to be recorded (in
1974).

Rued Langgaard, (pronounced Ruut [one syllable] Langegored), like many
composers, showed his talents early. By the age of eight he was already composing
little piano pieces and songs, and saw some of them published by the renowned
publishing house of Wilhelm Hansen at the age of thirteen. The organ was his
instrument. At eighteen he served as assistant organist at Copenhagen’s
Frederikskirken. At nineteen he heard his hour-long First Symphony premiered by
the Berlin Philharmonic, conducted by Max Fiedler. Biographer Bendt Viinholt
Nielsen called this event the climax of Langgaard’s whole career. But why? He now
seemed well on his way to fame and stardom. However, these remained ever-elu-
sive to Langgaard. Egged on by his conservative-minded parents, he made the mis-
take of trying to challenge the esthetic ideals of Denmark’s preeminent composer,
Carl Nielsen, and the musical establishment never forgave him. Langgaard found
himself marginalized to the point that the only permanent position he ever held
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was as organist in the small town of Ribe, a position he won only at the age of 46.
He received no commissions, and few works were performed or published during
his lifetime. Recent years have seen a resurgence of interest in Langgaard, to the
extent that most of his orchestral music has now been recorded (including by
today’s conductor, Thomas Dausgaard), two complete symphony cycles among
them.

Langgaard’s extensive catalogue includes much organ music, an opera
(Antikrist), seven string quartets, and sixteen symphonies, all but two bearing subti-
tles and lasting anywhere from just six minutes to an hour. Most are in a single
movement, divided into continuous sections; hence, they are more in the line of
symphonic poems than of adherence to traditional symphonic form. In this regard,
they may be seen as somewhat analogous to Strauss’s Alpine Symphony.

A sense of spirituality and nature-romanticism pervade much of Langgaard’s
music. “I want to wander on sacred paths, paths open not unto mankind but unto
the spirit alone. Earthly spheres are too low for me; human emotion, in so far as it
adheres to the body, too imperfect,” he once said. The Fourth symphony adheres
strongly to this mind-set, though musicologist Jespser Buhl cautions us that its sub-
title, Leaf-fall (Fall of the Leaf) should not be taken exclusively as an evocation of a
season and its atmosphere. “It certainly has religious overtones: in Langgaard’s bib-
lical-apocalyptic world-view, autumn and leaf-fall representing the end of the
world or the time immediately preceding it. ... One is at a far remove from melan-
choly, autumnal decay, and yet at the same time in the middle of autumn with its
drama and changing moods.”

Mastery of orchestration and close adherence to the late romantic style of
Wagner and Strauss are further qualities to be found in the Fourth Symphony. One
should not look for themes here, or for their development, and internal cohesion,
but rather for what Bendt Viinholt Nielsen calls tonal expression or “atmosphere.
“Langgaard worked with ‘blocks’ that he put together on the basis of criteria relat-
ing to pictorial elements and sound (including tonality), and not on the basis of
themes.”
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Schumann:
Cello Concerto in A minor, op.129

I Nicht zu schnell
II Langsam
Il Sehr lebhaft

(played without pause)
Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich, July 29, 1856

In high spirits, Schumann arrived in Disseldorf in September of 1850 to take
up the post of conductor of the Music Society there. The warm reception the city
afforded him, plus the anticipation of having his own orchestra to work with, seem
to have revived Schumann’s interest in writing for this medium, for in a feverish
burst of creativity, he wrote the Cello Concerto (in just fifteen days), his Third
Symphony (Rhenish), and other works, all in the remaining weeks of 1850. His wife
Clara declared the concerto to be written “in true cello style.” A year after it was
completed, she wrote in her diary that “I have played Robert’s cello concerto again
[on the piano] and thus given myself a truly musical and happy hour. The romantic
quality, the weaving of cello and orchestra are indeed wholly ravishing, and what
euphony and deep feeling one finds in all the melodic passages!” Nevertheless, the
composer never heard the work. Its first performance took place posthumously in
Leipzig at a concert honoring his fiftieth birthday in 1860.

Surprisingly, this was the first important cello concerto written in the nine-
teenth century. To find significant works of this genre still in the cellist’s repertory
today one has to go back to Haydn and Boccherini. The fact that the composer
had dabbled with the instrument years before, after an injury to his right hand put
an end to aspirations for a career as a concert pianist, may have played a part in
the decision to write a cello concerto. Schumann described the work in his cata-
logue as a “Concert Piece for cello with orchestral accompaniment,” a term he had
used the previous year for orchestral compositions featuring horn quartet (Op. 86)
and piano (Op. 92). Later cellists have praised the Cello Concerto as highly as
Schumann's wife had a century before. Pablo Casals remarked that “from beginning
to end this music is sublime,” and Rostropovich at one point remarked that this was
the concerto he most liked to perform.

Schumann’s Cello Concerto is imbued throughout with his characteristic soar-
ing romanticism and poetic beauty. Though laid out in the traditional three-move-
ment format (fast — slow — fast), the concerto reveals the experimental side of
Schumann’s nature in the use of transitional passages linking the movements. The
bridge between the second and third movements consists of material heard in the
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first movement. Further departures from the classical norm are seen in the omission
of an orchestral exposition in the first movement and in the accompanied cadenza
in the finale.

The rapturous first theme for the soloist, occurring after just a few preparato-
ry chords from the orchestra, sets the cello firmly in the spotlight, where it remains
almost continuously. The orchestra rises to prominence only rarely, but such is the
passionate fervor of the solo part that the absence of a significant orchestral contri-
bution is hardly noticed. The central slow movement, in ternary form, emphasizes
the solo instrument’s mellow tone in the tenor range and the yearning quality of its
sound. The virtuosic finale provides an effective contrast to the earlier lyrical
movements, though a pervasive rhythmic pattern does tend to become overworked.

Nielsen:
Symphony No.4, op.29, “The Inextinguishable”

I Allegro

I Poco allegretto

Il Poco adagio quasi andante
IV Allegro

(played without pause)

Carl Nielsen: Born in Sortelung, near Ngrre Lyndelse on the island of Funen,
Denmark, June 9, 1865; died in Copenhagen, October 3, 1931

Denmark’s most famous composer, Carl Nielsen, like his Finnish counterpart
Sibelius, ranks as one of the leading symphonists of the early twentieth century.
Nielsen had a voice all his own, but he grew up in an era that included so many
attention-grabbing personalities — Debussy, Bartok, Mahler, Ravel, Satie,
Schoenberg, Busoni, Strauss, Stravinsky, Varese — that there was little room left in
the international consciousness for conservative music written by a quiet, simple
man in Copenhagen. But times change, and the Nielsen ratings are now significant-
ly higher than they were just a few decades ago. His music, especially the six sym-
phonies and three concertos (clarinet, flute, violin), is now encountered frequently
and appreciated for its fresh approach to old forms, for its deeply ingrained spirit of
humanity, its vital energy and ingratiating charm. The Danish scholar Robert Naur
has explained Nielsen’s individual style and affirmative outlook in these words: “No
one listening to Nielsen’s life work can harbor the slightest doubt that the composer
was a man familiar with conflict, the chasms of the human mind, and with human
conditions.”
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Unlike the music of his Nordic colleague Sibelius, which is often grim and
austere, much of Nielsen’s output is sunny, warm and relaxed. He was a gentle and
uncomplicated man, but his Fourth Symphony was a product of the war years,
1914-1916, and the senseless slaughter, wanton destruction and widespread suffer-
ing affected Nielsen deeply. Therefore, this symphony reveals more angular lines
and a darker, more intense and even violent kind of sound than had hitherto been
heard in his music. Yet, despite the tragedy of war, Nielsen maintained his faith in
the will to live. In a letter to a friend, the composer wrote that the symphony “is
meant to represent all that we feel and think about life, in the most fundamental
sense of the word; that is: all that has the will to live and move.” In another letter
he explained that “the subtitle Inextinguishable is meant to express the appearance
of the most elementary forces among men, animals and even plants.” Describing a
hypothetical scenario in which the entire world was devastated and every living
creature destroyed, Nielsen could imagine nature reviving itself through its irre-
pressible, inherently inextinguishable force. The composer conducted the orchestra
of the Copenhagen Music Society in the first performance on February 1, 1916.

Nielsen described the forty-minute work as “a sort of symphony in one move-
ment.” Though there are four sections corresponding to those of a standard sym-
phony, they are played without pause; Nielsen was striving simultaneously towards
the same goal Sibelius was to achieve in his Seventh Symphony of 1924, namely, a
fusion of the traditional four movements into a single, continuous line of progres-
sion. To this end, Nielsen employed a “motto theme,” heard first in a lyrical pas-
sage in the first movement (clarinets, shortly after the tumultuous beginning) and
used throughout the symphony both directly and in modified form. The tonality of
E major also serves to unify the score.

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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Jun MARKL

Conductor

#Z « X)LV
151

Jean-Baptiste Millot

SaAUNVEFEN, N/ =T 7—BXER TRV, FrUES v SICEISE, 1986
FICRAVERTIZ2DEEE IV I —ILTER. BEIVITILD Y REER(ICS
MUTN=VRI AV ENGBIERICES, CNFETICHF—=ILT Y MNIIBIE. <V
NA LEIBS. UIVEIEDSEEE. MDRE (T4 7Y 1« EROEE) &NV
JENEOERIEEES FRET, 2021FY—XUh5, SEERTEEA (NSO) &
KOA VT4 7HRUREOEMEER. N\—7 - LIYTF VT A BEBRUF VI VE
DEFEEEEEEICHMAELTVD,

D4 —VEIUFREE. X SORUIVHEBREA RS TOEL ULVERE & BIIF
. JU—DSURE FxI-TA). ZTauAY - Ta)REEDHEEZSER
TWo, LO—F 0 VIJHERT. N&E UIVEIE. MDREREET TIC509
A4 MU EDCDZEUU—-RLTWD,

201257 VRAEMMULEE - V207 U I ZSE, EHEE(F2018F 28I
HE, SN 2EEHOEESRS,

Jun Markl was born in Minchen. He won the conducting competition of the Deutscher
Musikrat in 1986 and studied at Tanglewood with Bernstein and Ozawa. Markl has served
as Music Director of Saarlandisches Staatstheater, Nationaltheater Mannheim, and Orchestre
National de Lyon. He was formerly Principal Conductor of MDR Sinfonieorchester and Basque
National Orchestra. Markl was appointed Artistic Advisor of National Symphony Orchestra,
Taiwan and Indianapolis Symphony, Principal Guest Conductor of Residentie Orkest Den Haag
and Oregon Symphony in 2021. He has appeared at Wiener Staatsoper, Royal Opera House,
Metropolitan Opera, Semperoper Dresden, and Bayerische Staatsoper, among others, and
has performed with many of orchestras including Cleveland Orchestra, Czech Philharmonic,
and Munchner Philharmoniker.
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Mon. 24 October 2022, 19:00 at Tokyo Bunka Kaikan

518 @ #E- X)) Jun MARKL, Conductor
71 A4UY @ ABAERR Karen GOMYO, Violin
VY- RI— @ KERESDL Tatsuya YABE, Concertmaster

MIMRER : A—T ARSDIeHD )Y (2019) @4

Toshio Hosokawa: Uzu for Orchestra (2019)

ODTA4IT: 974 FUVIHEHE 1 & ZKHA op.19 @39
Prokofiev: Violin Concerto No.1 in D major, op.19

I Andantino
I Scherzo: Vivacissimo
I Moderato

A28 / Intermission (20 %)

LVIIT RF— Gonvmm #BH (BREBERDIG) 659
Mussorgsky (arr. by Ravel): Pictures at an Exhibition
TOLF—R~T /=L ZA~FOLF—R~EH~FOLSF —R~FTaA)bU—~T (RO
~FPOLF—R~BEDIFH DT ~FLIIL - T—ILT VNI EVa LA ~UE—
JaDWH~AY IV, O—YADEM~FEELEDITTFBEIEET~HBDED LITIT
DINE~F T TDAKF]

T REMEIEARREZEXKL
®IE WP, RRPYEZRER

e-. XAbFr AL =R E B S
= (EOEMASEEEM LB
A FE RIATBUE A BRI LR ES

BhRY

BRI AR PEDORK/B T,
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Karen GOMYO

Violin

REAER
HrPAFUY

©Gabrielle Revere

FREFN. BROFvUTPZEY NI F—IEZ1—F—TTREH. BERLGENILY
VEMRIGERLUTWD, 2021/22 =XV DNASA4 MEULTIE. Y2703
BCZa—3—7 - J4IERRNETE 21—, Fxd: J4IAD2 V—XVEHHE
TSVURBGET 4 )b WIRN)VTE, FILYTILT - E=VY7ILTOALE, MOV ME,
FhOA MEEOEBIRIFE5ND, 2021FE(F R I X)VigiEOY U EBILR - T+
IWENUDTY R - RYIVICER U

BERERICBHZRVEDYZFS. YT 7R - EVFv—DREHFE 2FE (MAREH)
DICKIEEAEHEDIGEBICLVUESE, HZa2T)L - 79 LRADERNHEHE YO
BBV HTESMRYE BB UL, UTAIILPEREICBV T, JEkET3—0Y
NERDTERZERIT TV,

{ERRRIF. AREBDIEHICEAAR F—ICR>TEBASNIC1703F8 I NST 7
JrUDX “F—0% (Aurora, exFoulis)”,

Born in Tokyo and beginning her musical career in Montréal and New York, Karen Gomyo has
recently made Berlin her home. A major highlight of 2021/22 season is Karen’s subscription
debut with New York Philharmonic with Bychkov. Other highlights include returns to Czech
Philharmonic, Orchestre Philharmonique de Radio France, Bamberger Symphoniker,
Mozarteurm Orchester Salzburg, Toronto Symphony, and Detroit Symphony. Last summer Karen
returned to Los Angeles Philharmonic performing at Hollywood Bowl under the baton of
Dudamel. She has performed with orchestras including Deutsches Symphonie-Orchester Berlin,
WDR Sinfonieorchester, Orchestre de la Suisse Romande, Philharmonia Orchestra, City of
Birmingham Symphony, Chicago Symphony, Cleveland Orchestra, Philadelphia Orchestra, and
Orchestre symphonique de Montréal.
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Toshio Hosokawa:
Uzu for Orchestra (2019)

The bamboo mouth organ known as the sho used in the Gagaku ensemble has had
a profound influence on my work. This wind instrument is sounded by slowly
exhaling and then inhaling, creating the impression of sound arising within time in
a circular manner. Repetition of this process with slight deflections of breath gives
rise to a sense of time that evokes a spiral eddy (uzu). This eddy rooted in breath-
ing is a feature of my music.

The sense of time based on exhalation and inhalation resembles the undula-
tion of waves as they approach and recede from the shore. The sonic motion
involving repeated crescendos and decrescendos gradually envelops the listener in
waves of sound. The orchestra is divided into five groups, three placed at left, right
and centre and two off-stage. Repetition of the wave motion with gradually
appearing slight deflections results in a vortex of sound. My aim is to create a musi-
cal experience that generates a sense of intoxication within this vortex. The spiral-
ling oral dynamic leads eventually into a realm of light abundant with deep tran-
quillity.

As is the case many other works of mine, the music begins a single held E flat.
I began the compositional process by focusing intently on the inner sound, that is
to say the sound lurking inside this single pitch. This sound is a primeval resonance
that exists prior to the advent of musical meaning, and forms the ground from
which melody, rhythm and harmony emerge. My aim here is to render audible the
subtle intermediate sphere that lies between the realms of differentiated and undif-
ferentiated meaning.

Melodic fragments formed from this intermediate sphere return again to a
state of chaos through application of the accumulative canonical omeri-buki tech-
nique employed by the wind instruments in Gagaku. Dualistic ideas and phenome-
na such as yin and yang, light and shade, the male and female principles, strong
and weak, high and low are allowed to engage in a mutual embrace without one
ever diminishing the other, thereby establishing the sound world of the piece.

Uzu was jointly commissioned by Suntory Hall, the Sochi Winter
International Arts Festival and Philharmonie Essen. It was composed to celebrate
the sixtieth birthday of my friend, the conductor Jun Markl, to whom it is dedicated.

(Toshio Hosokawa  translated by Robin Uechi)

Uzu was composed in 2019 and first performed on November 28, 2019 at Suntory
Hall by the Tokyo Metropolitan Symphony Orchestra conducted by Yoichi
Sugiyama.

Toshio Hosokawa

Born in Hiroshima in 1955, Toshio Hosokawa studied for a decade in Germany from
1976. He studied composition under Isang Yun at Berlin University of the Arts and
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Klaus Huber at Freiburg University of Music (HfM Freiburg). In
1980 he took part for the first time in the International Sum-
mer Course for New Music in Darmstadt, since when he has
pursued his career as a composer principally in Europe and
Japan. As one of Japan’s most eminent composers enjoying a
high international reputation, he has received many commis-
sions from leading orchestras, music festivals and opera houses
in Europe and America.

His major works include the operas Hanjo and Matsu- 4 - '-
kaze, orchestral works such as Circulating Ocean and Woven S
Dreams, the monodrama The Raven, the horn concerto Moment
of Blossoming, Klage for soprano and orchestra, Ancient Voices for wind quintet, and
the trumpet concerto Im Nebel. His orchestral works have been premiered by conductors
including Kazushi Ono, Jun Markl, Kent Nagano, Simon Rattle, Robin Ticciati and Franz
Welser-Most, with many acquiring a secure place in the contemporary orchestral reper-
toire.

In recent years his interests have focused on the relationship between humanity
and nature, and he has composed a series of works inspired by prayer and requiem.
These include the harp concerto Aeolus and the string quartet concerto Fluss, Drei
Engel-Lieder for soprano and harp, Nach dem Sturm for two sopranos and orchestra
(commissioned to celebrate the 50th anniversary of the Tokyo Metropolitan Symphony
Orchestra), and the operas Stilles Meer, Futari Shizuka and Erdbeben. Tratime.

He has served as composer-in-residence with the Tokyo Symphony Orchestra,
the Deutsches Symphonie-Orchester Berlin, the West German Radio Choir Cologne, the
Netherlands Philharmonic Orchestra and the Mozart Festival Wirzburg.

He was appointed a member of the Berlin Art Academy in 2001 and a member
of the Bavarian Academy of Fine Arts in 2012. He was awarded the Medal with Purple
Ribbon by the Japanese government in 2012, the Japan Foundation Prize in 2018, and
the Goethe Medal in 2021.

Toshio Hosokawa is currently musical director of the Takefu International Music
Festival and guest professor at the Tokyo College of Music and the Elisabeth University
of Music in Hiroshima. He serves as composer-in-residence with the Hiroshima Sym-
phony Orchestra.

©Kaz ishikawa

Prokofiev:
Violin Concerto No.1 in D major, op.19

I Andantino
II Scherzo: Vivacissimo
II Moderato

Sergei Prokofiev: Born in Sontsovka (today Krasnoye), department of Ekaterinoslav,
Ukraine, April 27, 1891; Died in Moscow, March 5, 1953
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Prokofiev wrote his First Violin Concerto as a young man in his mid-twenties
(1916-1917), but six years and a trip almost clear around the world passed before
the work was given its first performance, which took place in Paris on October 18,
1923. The soloist was the concertmaster of the Concerts Koussevitzky orchestra,
Marcel Darrieux, a competent musician but unable to infuse the music with the
necessary inspiration.

Paris in the 1920s was looking for the novel, the eccentric, the bizarre and the
outrageous. Prokofiev’s concerto did not meet these requirements, and it was mocked
for being a “Mendelssohnism.” On the other hand, those still looking for something in
the old-fashioned, traditional mold were upset as well. The concerto’s cause was taken
up the following year by the famous Hungarian violinist Joseph Szigeti, who performed
it all over North America and Europe.

For reasons that are obvious in performance, Prokofiev’s First Violin Concerto
has gained a solid foothold in the standard concerto repertory, and has become a
favorite with both soloists and audiences. Unlike many of the composer’s early
works, this one avoids fierce dissonances, jagged thematic lines, turbulent rhythms,
sarcastic moods and harsh sonorities. Instead, it features lyricism, expressive melo-
dy, romantic moods, and unusual but exquisitely beautiful sonic effects.

Prokofiev marked the opening movement’s main theme sognando (dreamy),
and it is sung (that is not too strong a word) by the solo violin against a delicate
shimmer in the orchestral strings. The jaunty, playful second theme, also introduced
by the soloist, is likewise given a verbal description, narrante (in a narrative man-
ner).

The brief but intense central movement is a scherzo, a scherzo diabolique,
perhaps, but more naughty and mischievous than truly malevolent. Brilliant feats of
virtuosity including rollercoaster runs, hammer blows, glissandos on high harmon-
ics, and left-hand pizzicatos in the midst of bowed passages, are required from the
soloist, whose musical pyrotechnics are complemented by the orchestra.

The final movement contains some of the most romantic and hauntingly
beautiful music Prokofiev ever wrote. As the concerto draws to a close, the main
themes of the final movement (flute, then clarinet) and the first movement (solo
violin playing trills) unite in a passage of dreamlike rapture. The last word goes to
the flute, spiraling upward until it settles comfortably on the tonic chord of D
major.

(Robert Markow)

Mussorgsky (arr. Ravel):
Pictures at an Exhibition

Promenade — Gnomus — Promenade — The Old Castle — Promenade — Tuileries —
Bydlo — Promenade — Ballet of the Unhatched Chicks — Samuel Goldenberg and
Schmuyle — The Marketplace at Limoges — Catacombs — Cum mortuis in lingua
mortua — Baba Yaga’s Hut on Chicken Legs — The Great Gate at Kiev
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Modest Mussorgsky: Born in Karevo (renamed Mussorgsky in 1939), province of
Pskov, March 21, 1839; died in St. Petersburg, March 28, 1881

When Viktor Hartmann, an artist, designer and sculptor, died of a heart attack
in 1873, his close friend Modest Mussorgsky was devastated. Mussorgsky was further
plagued with guilt feelings, recalling that, had he run for a doctor rather than trying
to comfort the stricken Hartmann, the artist might have lived. Mussorgsky slipped
into depression, aggravated by his alcohol problem.

Vladimir Stassov, a music critic and friend of both Mussorgsky and Hartmann,
arranged an exhibit of about four hundred works of the deceased artist, hoping that
this tribute might in some way relieve Mussorgsky’s depression. The exhibition
opened in January, 1874 at the St. Petersburg Society of Architects. Thanks to
Stassov, Mussorgsky was inspired to create a suite of ten musical portraits for
piano, his only significant work for this instrument. The entire set was written in a
single burst of creative energy during June of 1874. The music was not published
until 1886, and did not achieve popularity in any form until Maurice Ravel orches-
trated it in 1922 at the request of conductor Serge Koussevitzky. The first orchestral
performance was given later the same year, conducted by Koussevitzky at the Paris
Opéra. Since then, Pictures has become one of the most popular staples in the rep-
ertory for orchestras and pianists alike. Nearly forty more orchestrations besides
Ravel’s are known to exist.

Each musical portrait is based on one of Hartmann’s paintings. A
“Promenade” theme opens an imaginary stroll through the picture gallery, a theme
that returns several times throughout the work as the viewer moves on to another
painting or group of paintings. These paintings are:

Gnomus — A child’s toy made of wood, styled after a small, grotesque gnome
with gnarled legs and erratic hopping movements. The Old Castle — A watercolor
of a troubadour singing in front of a medieval castle. Tuileries — A lively picture of
children scampering about, engaged in horseplay while their nannies chatter. Bydlo
— On giant, lumbering wheels, an oxcart comes into view, its driver singing a folk
song in the Aeolian mode. Ballet of the Unhatched Chicks — Cheeping baby canar-
ies dance about, wings and legs protruding from their shells. Samuel Goldenberg
and Schmuyle — Mussorgsky called this piece “Two Polish Jews, Rich and Poor.”
Their personalities are vividly drawn. The Marketplace at Limoges — Another lively,
bustling, French scene. Here, rather than children, we find the rapid chatter, babble
and arguments of housewives. Catacombs — Hartmann himself, lantern in hand,
explores the subterranean passages of Paris. Eerie, ominous sounds are heard in the
ensuing “Cum mortuis in lingua mortua (With the dead in a dead language)” . To a
distorted version of the Promenade theme, the music depicts a grisly sight. Baba
Yaga’s Hut on Chicken Legs — Mussorgsky portrays the fabled witch’s ride through
the air in her mortar, steering with a pestle. At the height of the dizzying ride, she
seems to sail right out of this picture into the next. The Great Gate at Kiev — This
depicts Hartmann’s architectural design for a gate (never built) to commemorate
Alexander II's narrow escape from an assassination attempt in Kiev.

(Robert Markow)
For a profile of Robert Markow, see page 29.
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