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Eliahu Inbal was born in Israel in 1936. He held numerous chief posts with orchestras such
as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Berlin, Teatro la
Fenice di Venezia, and Czech Philharmonic. He was appointed Conductor Laureate of Tokyo
Metropolitan Symphony Orchestra in 2014. Many CDs of live performances by Inbal and
TMSO are winning great acclaim. He was decorated by French and German Government, and
by the cities of Frankfurt and Wien.
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Webern: 6 Pieces for orchestra, op. 6 (1928 version)

I Langsam &< IV Sehr maRig & THEIC
I Bewegt BEjEZE0C V Sehr langsam &THiEL
I Mé&Big thRE(C VI Langsam E<

{AE8 / Intermission (20 %3)
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Bruckner: Symphony No.4 in E-flat major, WAB104, “Romantic”
(Nowak:1874 first version)

I Allegro oo
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Program notes by Robert Markow

Webern:
6 Pieces for orchestra, op. 6 (1928 version)

I Langsam (Slowly)

I Bewegt (Agitated)

I Magig (Moderately)

IV Sehr maBig (Very moderately)
V Sehr langsam (Very slowly)

VI Langsam (Slowly)

Anton Webern: Born in Vienna, December 3, 1883; died in Mittersill (near
Salzburg), September 15, 1945

“An entire novel in a single sigh,” was how Arnold Schoenberg described the
music of Anton Webern’s Six Bagatelles for String Quartet Op. 9, but he might well
have been describing also the Six Pieces Op. 6. Written in 1909, the pieces are in
effect the very essence of brevity, compactness, and delicacy. After the Passacaglia
Op. 1, Webern used a large orchestra again only for the Op. 6 Pieces, and this was
considerably reduced for the 1928 revision, the version usually heard today. The
full orchestra is used only for a few momentary gestures. Fragile textures, delicate
chamber music effects, and generally slow, quiet music are far more in evidence. In
fact, only the second piece is fast-moving, and the third (just eleven measures long)
is so quiet and brief that it seems over almost before it has begun.

A feature of this music is the pervasive use of Klangfarbenmelodie - melodic
ideas consisting not only of pitches but of colors as well, with each instrument
playing just a note or two before passing the delicate strand on to another.
Schoenberg, to whom the Six Pieces are dedicated, conducted the world premiere
in Vienna on March 31, 1913.

Klangfarbenmelodie is immediately apparent in the opening of the first piece:
four notes for the flute, one for the muted trumpet, two for celesta, three more for
the flute, the last of which is picked up by the muted horn, etc. The second piece is
a nightmarish affair, filled with strange rustlings, agitated rhythmic patterns, shrill
dissonances, strident screams, agonized tone clusters, and more. The next piece is
not only the shortest but is played entirely within the dynamic spectrum of piano
(p), pianissimo (pp), or pianississimo (ppp). Despite the quietude, there is a perva-
sive undercurrent of unrest and menace. The next piece, scored only for winds and
percussion (no strings), begins at the threshold of audibility, with bass drum, tam-
tam and low bells. Webern originally called it a funeral march, though he excised
this marking from the 1928 score; most listeners would be hard put to hear this ele-
ment in the music anyway. Nevertheless, there is a pervasive sense of profound
grief, weariness, even anger and outrage toward the end. Long melodic lines (long
for Webern!) emerge from the piccolo, clarinet, and muted horn in turn. At nearly
four minutes this is by far the longest of the six pieces. Like the second piece, the
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fifth is very quiet throughout. Harsh, unearthly grinding sounds from lower strings
and muted brass contrast with delicate lyricism from upper woodwinds, each
attempting to initiate a melodic line but soon cut short. The final chord is unforget-
table: a dense, frightening chord spanning six octaves, with contrabassoon playing
the second lowest note on the piano. The last piece, like the third and fifth, never
rises above piano (p), aside from one fleeting moment for the bassoon and solo
viola. The music does not so much end as evaporate into the ether.

Bruckner:
Symphony No.4 in E-flat major, WAB104,
“Romantic” (Nowak:1874 first version)

I Allegro

I Andante quasi Allegretto
Il Scherzo: Sehr schnell

IV Finale: [Allegro moderato]*

* no tempo marking the manuscript score

Anton Bruckner: Born in Ansfelden, Austria, September 4, 1824; died in Vienna,
October 11, 1896

As a composer of “absolute” (i.e., non-programmatic) music, Bruckner
represents the conservative trend in late nineteenth-century symphonic writing.
Aside from the unfinished Ninth, each of his symphonies is in four movements,
mostly in standard order. Aside from the last two, they require only an average-
sized orchestra and, aside from the Fourth, have no extra-musical associations.

The Fourth is Bruckner’s only symphony with a subtitle. Hence, the quasi-
programmatic “romantic” impulse in this symphony calls for comment. We must
not interpret this strain of romanticism as passion or love. Rather, Bruckner is
evoking the sounds of his Austro-German predecessors — Weber, Schubert and
Schumann in particular — who often portrayed in their music a sense of mystery,
fantastical mental landscapes, and dreamy visions, which in turn were frequently
inspired by literary models.

Nature imagery and knightly tales of yore also fascinated the nineteenth-
century Romantics. Bruckner described the opening of his Fourth Symphony as
follows: “A citadel of the Middle Ages. Daybreak. Reveille sounds from the tower.
The gates open. Knights on proud chargers leap forth. The magic of nature
surrounds them. Forest murmurs. Bird songs.” The dark, mysterious German forests,
filled with the magical calls and echoes of horns, held a special place in the hearts
of German romantic writers, and it is no accident that the tone poetry of Bruckner’s
Romantic Symphony gives special prominence to the horn section.

Bruckner himself considered the Fourth to be the “most understandable” of
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his symphonies, an opinion history has supported in this work’s continuing
popularity. However, this popularity is based almost entirely on the second version
of the score, which Bruckner undertook in 1878-1880. What Eliahu Inbal conducts
at this TMSO concert is Bruckner’s first version of 1874. The symphony was
introduced to the world in its second version on February 20, 1881, with the
Vienna Philharmonic conducted by Hans Richter. The first version waited until
1975, when Kurt Wéss conducted the Munich Philharmonic in Linz. Eliahu Inbal
conducted the Frankfurt Radio Symphony Orchestra in the first commercial
recording in 1982.

The symphony opens with the familiar horn call motif, but even before
arriving at the first big climax, marked by Bruckner’s favorite rhythmic pattern (a
duplet followed by a triplet), the broad opening statement contains numerous
departures from the well-known standard Nowak edition of 1878/1880 (last heard
here in July 2019 with Alan Gilbert conducting).The second theme, in the warm
and mellow key of D-flat major, combines a chirping birdlike figure (violins) with a
flowing countermelody in the violas. These musical motifs, plus various episodes
(notably brass chorales) form the material from which Bruckner erects a vast
cathedral in sound. Thematic inversions, elongations, fragmentations and
sequences (motifs played at successively higher or lower pitch levels), extended
crescendos, and all sorts of contrapuntal techniques are employed with great
resourcefulness. The movement ends with a coda that begins modestly and grows
to a blazing climax.

The second movement is, characteristically for Bruckner, solemn, slow and
meditative. A mood of nostalgic reverie pervades. Echoes of a distant past (horn,
woodwinds) punctuate the two principal themes, each heard initially in the somber
colors of mid-range strings (cellos for the first, violas for the second) while violins
accompany with slow, treading figures. A long, broadly-conceived coda brings the
movement to a glorious climax, from which it subsides quietly.

The original Scherzo is entirely different from the familiar “hunting Scherzo”
Bruckner wrote for the second version. About the only things the two versions have
in common are a prominent role for the horns and the general layout of the
movement. The main Scherzo section contains two contrasting themes — the first
heard initially in the solo horn, the second in woodwinds. At its height, the music
rushes forward with incredible vigor and motoric energy. The central Trio section is
of pastoral loveliness featuring a theme in duple meter (initially in the violas) over
an accompaniment in triple. The Scherzo is then repeated.

The finale is long, complex, and brimming with huge contrasts, from
mysterious murmurs to stentorian outbursts to lovely lyricism, all woven together in
Bruckner’s own inimitable manner. It is so different from the familiar 1878/1880
version as to be almost a new movement in itself. In its original version, the
crowning pages that bring the hour-long symphony to a close lack the familiar
recall of the symphony’s opening horn motif, but replace it with an equally glorious
paean to the symphony’s home key of E-flat major.

For a profile of Robert Markow, see page 33.
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Beethoven: Piano Concerto No.5 in E-flat major, op.73, “Emperor”

I Allegro

I Adagio un poco mosso

I Rondo: Allegro

{AE8 / Intermission (20 43)

TS0 3ZEH ZIEE @2
Franck: Symphony in D minor

[ Lento - Allegro non troppo

I Allegretto

I Allegro non troppo
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Martin Helmchen has established himself as one of today’s most in-demand and sought-after
pianists. His career gained incredible momentum when he won the Clara Haskil International
Piano Competition in 2001. Early on, he performed with orchestras such as Berliner
Philharmoniker, Wiener Philharmoniker, London Philharmonic, Boston Symphony, Chicago
Symphony, New York Philharmonic, Gewandhausorchester Leipzig, Tonhalle-Orchester Zrich,
and Orchestre de Paris. Helmchen enjoyed collaborations with conductors including Blomstedt,
Nelsons, Hrdsa, Gergiev, P. Jarvi, Jurowski, Dohnanyi, Haitink, and Zinman. In October 2020 he
received the prestigious Gramophone Award for his recording of all Beethoven Piano
Concertos with Deutsches Symphonie-Orchester Berlin under the baton of Manze.

12/19 A Series & 12/20 C Series

15



16

12/19 A Series

12/20 C Series

- h—T
7 /e 5 % TR op.73 (2%)

(B OBTHLENTVLAR— "1 (1770~1827) BEOLT /HZ.
H5%&. LALIOMURIE, 5RO FIAICH>T, TV RV OfE R -
HRE THHI—N> - NTPTFAAN - 757 — (1771~1858) HEWHLIHDD
£57%, EEM)/\“——I\——rf:n‘/&:ﬁ’i?b“%st&:b\”)7—77——7‘:“753\ IOl 1F
HE OBERIIB->72bDTIEAE L,

bl 4RV aN %9%0 F7l e BDHEHREVHIRED, COBRLERIL. BEFE
FTEINTVED, FFREENLLD, HELROOEERTADIHLTVSE,
HPBEZLNTE, FUAR— =Tz DIERMTHIUL, 7EISTEMEIH
(FEHEY (1803%F) BEAEHAZD. RIENIDEZZHALTCNED,

fEHIEEEZ. COMEHZEINSIDLDTEVNZDESH?

HLETHHERZZA, o [BED] & HAHTVERKRLTWAPBLNE N,
ZOMNEFEINZ1809F, 4= NIF R AV OEBICE->THESN TV,
1805F I E. 2BHTH D, [RALHIBH T, BIXIH2EE LA K
KEADEF . HVEHSYBANEDEBIHZIINDTT] (R—h—Tz DFEID),
ZFHL7zAR, 3—87 - 7x> - aUr (1771~1811) OFEMNZF [HRICHES
F—ANT] PEEERED, N—b—T bHIERALIELTNBDED, Z
DRryF& ABFHE) ODWLKODPDORTryFN, BrHELATHSDE, BERD
TOE2KBEHEII. WE—DDFILERSD, FUMEHEOER T, [4F—Ak
U7 & FRUAVNULBELZL TN EAZB, CORPHREEICIL. BLF
ZSHRBETH AN

FRUF 2 BT CERAL TWo, R—b—"J x> OEEEICUTEM, LNLT
KA (1788~1831) T4 —IR-TLAE, HEE. TORAICEESN,

FIRE 7FLJ7O HEREROYT) (5794—7) . 6477701
[RWEEZAT7— L., BEaE2HE 5L 80, (FIIEZ K WICHRE
L7272%5, HISEICHBHEIRONPBER LV OZEBELDIL, HRFEL TIME. &
BDIVWEITEITHL, E2EEPFUTERVWED, INbOBITH#IER 5,

g2RE FY—I3z.-9v - R—T-FyY DEHFHEWI, BEREFA,LEL
BENT-BIXTT T FROLORDER. Rk, BGIEMESN-77IvhonHE
W HIVERFRICY TN DL, FREOIEERIT (BAEH) ~NLBURAA

EIRE Ovr/7ZL7O - FOENPSYINELRL, EUTER LTI
FHE, FINONEIKER, EMALBAITITTRLCGES S, TIISIZER
ebsuat, VIYEROERLEOONS,

(RAZREE th)

12/19 A Series & 12/20 C Series



YERBEF(Y : 1809~10%F
7 #ED 1811F11828H >4 Yrke JU—RUE - YaF A5 —JhE

RBRA . TIL—2, F—RI2. ISURYR2, T7IWh2, WLV2, bSURYR2, FT4VNZ,
SREEEBR, R/

2270 .
ER] 4

1OtHADBRICABETD T TV AL, A RTLEBEORBRTH). XEMHZIX
CHEL-8E (MiTE) ZEAONATEN G, Thbb, REBHEFHL
THBRITLS2ND T, ZIURFHBEN L ZMGEH ThH o720 TH %,

LAL, B(AES (1870~71) 1IN, ROV AF 3t RLDOEED
DiENT 1871FICY v=Y— 22D ELTERTEREPSRILSN. 7TV
ANEMRICE 2B EEOBENSEE o720 FLT/SPIL—E AN (186178l
BEDTR). IOVIEREM (1873). TLL—ERLEM (1881) HERA—
I ZANT DRMEDRIFRSNAICR D, LORLKREMOERASNEIRRELTHD
MOBENESDOTH S,

BICHESNSD 74— L OREM—5T5R (1884), Y=Y —2ADOREME3
#FH (VAL (1886). 71:70)5&%&1\%7? (1887) &5>T4D (TTVAD
WA DIICEBZIER) (1887) A% &F—IL - 7527 (1822~1890) DAIE
%ﬁﬁk%ﬂéﬂ%%ﬂzw::acﬂﬁ@a:;ﬁ@cbxo

TIIDBFT 7YY - 0T (1851~1931) DEIIEICKZE, TI20D
ZEH (1888) #MIIEL/-TEHEE . Ya—IL - LY (1830~96) 134 —4 A
SHEDZLDORMNZIHLT>THEBICIEDIF 200D, B, LR
FIGIEFZELWSD TR o720 FNETAD. A7) viabrEZHWECEH
HICRFET 2/ BFERHIFLVZIEE, 7507 OZE/mOIMEME. HRkEY
RO AL ZYBESR-DTH D, 7/ —3EBIEH M T2 ERABHOTE-S
TWizkH72,

Ll BD77 07K NSEEPERS NI &I R TRIE ONE 51213 i
ETHolzo ZTOIILRBMTHBLRLBEN, 7I7VFANIFINLZLDHT
BEE*EDILHHO—DTHo7EEZIOND. REMOMETLIIBTFO—A
T - T (1848~1933) TH o720

E1RE Lyb~7LJ0O- /v -b0OviIR ZE8A VIR
19T T2 ATBNTIE, BN =T OZEHDOEENKED ST

12/19 A Series & 12/20 C Series

17



18

12/19 A Series 12/20 C Series

ZOREHL [ENPOBERIAN] EWSTHNZREELTW5,

B, ¥&F MTAE LToBERSEREE [EA1] SLTRREhS, F
EPRDORIRICAZPERBS L, BESEIE LONERTIRDESN., £H5%<
KERPIaED. ™MT (18IR) LT (ATEE) SEZZHOMMKICHETUID. [EK]
MWT—< &G>T0 5, BT HICLTH. KEKELERITOTIIRL, BAND
QEZAW, BRKUEMNT AEFERIAL T2,

(wpl1] EEEE BixE BE

ra o T
)T o AP ¥

. —
B e e
p!
(Ve. Cb)

COEBREFELPBIGGIESNEROMAA S DEIIR YR EUSE LT
BHENHZEMN 20D, F—TEEOREICLSRIBEOE(LEZES LA, HR
70—NK - ERZEBI80FERFHD [N—T7rREE] OEEEZREEST. 7
FUANTHH 5.

BREEEAREICLLTLITO - )Y - My ROEIEESERSN. 7507058
FVat7=F1 - WY (1864~1955) »&(HiI7: [HE] O [FEF12]
OFBEEART, Eonic [EW] o [FEF3] »ELDND. FEOEH
CHEEZREC, O TCRIBBIERZN/ CVTCEANTEIETHS FIFs &k
FEMN, 7—A L (TBNE>ENEANETT K. BIE>EMEA
e [FEafkilk] KOBFEDPLBHIREE22) ICKO=RFATHIRT 5,

[BI2] [HZ] OB H1HKE 99~103/N\E

N
T
I

a tempo

molto cantabile

iz | o o i T P ——_
T T

(Vn.) dolce

[FEBIB] T1RIN] OB FIKE 129~132/)\E

FE2RE FLILvh EOEHA ES3LMER

ATV aBFN Y DEVWANE R THAHN. TOERBIIN-TIEENS
OLEHNTH B, TNIFHON—T% TG E NOEAERSE, R1Y
MR EETIIRVWEIAD T T VAT, FERICHEREZ YRS [R2H
5LV HO—DTHAD. ZOEME [FEFI4] bIEREEEEIESNTVHS (
BRTRLIZ) o

ERRHEAANELAFBEIEA VY AIHEEL. 753y M KD E R E O 3

12/19 A Series & 12/20 C Series



DIRRSINGZEDIN TV, BFETIIINSDOEENSHASDHLIN., BEIIET
EFTREICEADPDOIIBEZOT —AKIEERD, N—=T D EFT7 LRy Vs
MZORERERERT 5,

FEGI4] FE2REDERE 16~22/N\E

cantabile L —

gEIRE FLJ/O- /v bOviR ZRA VFIER

TRVERTIRED, WOLYHEL [#E] ok [REFIS] PRRENS. [
il o [FEFle] PE&ERICI->TRIMNEL TERZE SIS, KO [HE1K]
OB [FEHI7] 1CE-oTEK DG, [BEEFADE] A 27Uy akiLy
EN=T DYy RSN, BRO®K., MyTa TEALHONADIERIED [
BEEFADIE] DO THolz, 1272, ERIITIREHRATHD. 7L—XDBETE
PN, I—FIIAD, BREESRDRINEKTHH, KFHBFFHEDS
THEITRUD, N—=TBETHETNRYDan =120 B2 BAICERT 5.
ZLT [EM] o#Icky [HE] 0B s EEHEN., BRNICIIE N R
DB BERZIND DD TH 7z,

(FFEEFETR)
[FEGI5] [#E] OB FIRKE  7~10/)E
z‘iolce ca‘ntab‘ile -
(Fg. Ve)
FEBI6] THF] DB HEIRE  T2~T5/E
Qﬁu#n T T T } N T T T T T T } T T T
Ot 2 # ¢ | | |4 & ¢ T
o ———— S —
(Tp) dolce cantabile
BI7] [EW] OB HE3RE 98~101/)ME
S S e ., T R —
i o o e F—r H':“}"ﬂ ﬁ} 'rﬁ'
weof SE_tPEF P T —TT T

Ppp  molto legato
{REBEFMN . 1886~88%F
g & 1889F28178 VU Ya—)L- AT VIEE NUBRRERRAREUEN

REBRA . TIV—h2. F—RI2. AVTVUvTamby, ISURvR2, NZTSUzRw, J73v
R2. LA RSURYR2, JJbxryb2, hOVR—=23, Fa—/\. TaV/8Z0 N
— 7 TREGER

MEEAIE TLO—NEM] 20221285 (FR<kD) KUMEL T,



20

12/19 A Series 12/20 C Series

Program notes by Robert Markow

Beethoven:
Piano Concerto No.5 in E-flat major, op.73, "Emperor”

I Allegro
I Adagio un poco mosso
I Rondo: Allegro

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

Although Beethoven did not affix a subtitle to this work, it is, in its grandeur
and splendor, indeed an emperor among concertos. The name, which, strangely
enough, is not used in German-speaking countries, appears to have been bestowed
by the pianist and publisher John Cramer, a close friend of Beethoven. Another the-
ory has it that a French officer called out “C’est I'empereur” during a majestic pas-
sage at the first Viennese performance. In any case, Beethoven would certainly not
have had in mind to honor Napoleon: the French, led by their Emperor, were once
again at war with Austria, and in the spring of 1809, France occupied Vienna.
“Nothing but drums, cannons, human misery of every sort!,” wrote Beethoven on
July 26 to his publisher in Leipzig. But the spirit of heroism nonetheless infuses this
music, and the Emperor Concerto, over and above its inherent musical qualities,
stands as a stirring testament to man’s heroic will to survive in trying times.

The last of Beethoven’s five piano concertos was finished in October of 1809,
but its first performance waited for over two years, in Leipzig on November 28,
1811. (There may have been earlier performances, or private ones, but these are
unconfirmed.) The first Viennese performance took place in February of 1812; here
the critical reception was much cooler - Beethoven was accused of “being able to
obtain the support only of connoisseurs.” But in neither performance was he the
soloist. He had played the premieres of his four previous concertos, but now his
hearing was so far gone that a continuing career as a pianist was out of the ques-
tion.

The Emperor Concerto opens in resplendent majesty: three imperious chords
are sounded by the orchestra, each in turn elaborated by the soloist in “fountains
and cascades” (to quote Michael Steinberg’s apt phrase) of arpeggios, trills, scales
and broken octaves. Following this impressive introduction comes the first subject
— a big, sonorous, richly scored theme punctuated with martial elements. The mys-
terious second theme occurs first in tentative tones in E-flat minor, then immediate-
ly afterwards in a flowing legato horn duet in E-flat major. When the piano finally
returns, the two principal themes and other material as well are elaborated and
developed in a mighty discourse between soloist and orchestra. Unusually, the
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standard cadenza for the soloist is omitted, this function having already been ful-
filled by the opening flourishes and the return of this passage at the recapitulation.
The slow movement is one of Beethoven’s most profound. A hushed mood of
sublime simplicity offers refreshing, soothing contrast to the militant grandeur and
exuberance of the first movement. At its conclusion, in a transitional passage,
Beethoven outlines the principal theme of the next movement, and suddenly, with-
out a break, the jubilant finale, a rondo, bursts forth in full panoply. Although nom-
inally in rondo form, there is only a single contrasting episode, a lyrical theme of
regal bearing heard twice in the course of the movement, and only by the soloist.
Eventually the movement’s main theme expires, almost as if exhausted from its
relentless repetitions, only to revive in one final, exuberant burst of energy.

Franck:
Symphony in D minor

I Lento - Allegro non troppo
II Allegretto
I Allegro non troppo

César Franck: Born in Liege, Belgium, December 10, 1822; died in Paris, November
8, 1890

César Franck is often portrayed as a mild-mannered, serene “angel in piety”
seated at the organ, giving “glowing utterance” in sound to his visions. It is true
that he was very much at home with organized religion in the great churches and
cathedrals of Paris, and that religious faith does infuse much of the music of this
devout Catholic. He has been called at various times the French Bruckner, Pater
Seraphicus, and the Fra Angelico of music. Until after age fifty, Franck led a rela-
tively quiet existence as organist and pedagogue. He did not actively seek public
recognition for his compositions, and he emerged from obscurity as a composer
only near the end of his life. Nearly all the works by which he is known today come
from his last decade, 1880-1890. This list includes the Symphony in D minor, writ-
ten between 1886 and 1888. The first performance took place on February 17,
1889 at a Conservatoire concert in Paris conducted by Jules Garcin.

Critical reception was not good. Franck’s brand of pervasive chromaticism
(described as saccharine by his detractors), an aura of “stained-glass religiosity,” (in
critic Harold Schonberg’s words), thick textures, weak formal construction and the
preponderance of modulation bothered many people. Charles Gounod’s oft-cited
barb, “the affirmation of incompetence pushed to dogmatic lengths,” may be
regarded as typical. Franck had already aroused controversy for his teaching, in
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which he advocated a novel approach to form and development. In this new cycli-
cal form, an initial motto or germ motif gives rise to most or even all of the work’s
thematic material, sometimes recurring in its original undisguised form, sometimes
combined with some of its transformed versions. This procedure even carries over
into successive movements of a symphony. Franck’s biographer, the composer
Vincent d’Indy, credits him with having “created and consecrated” this method, but
it had been used as far back as Beethoven in his Fifth Symphony and was being
extensively used by Franz Liszt as well.

The shadow of Liszt can be noted right in the D-minor Symphony’s opening
notes played by the lower strings. This three-note germ or motto also formed the
motto of Liszt’s symphonic poem Les Préludes. It is significant, though probably
coincidental, that it also appears in a Beethoven work, as the first notes (slightly
varied) of the final movement of the Quartet Op. 135, the Muss es sein? figure.
Both Beethoven and Liszt were prominent influences throughout Franck’s life, and
the latter offered him much-needed encouragement and support.

After 28 bars of slow introduction, the Allegro non troppo arrives, announced
by the motto theme in a speeded-up and more aggressive form. The music settles
back into the initial slow introductory material, now pitched a third higher, and a
similar repeat of the Allegro non troppo. A new theme, more subdued in character,
then appears in F major in imitative counterpoint between upper and lower strings.
The discerning ear may detect, buried in this “new” theme, the motto in reverse,
split between the upper and lower voices. A third theme, exuberant and soaring,
centers around the note A and is first proclaimed by the full orchestra.

The second movement’s principal theme is given initially to the English horn,
which provoked heated criticism for those who felt that use of such an instrument
was improper in a symphony. Some rashly asserted that no precedent for this kind
of instrumentation existed in a symphony, forgetting or unaware that Berlioz had
featured it in his Symphonie fantastique and that Haydn had used two in his
Symphony No. 22 (the Philosopher). This doleful theme is taken up by other instru-
ments - clarinet, horn, flute, and eventually violins. Then follows an extended
scherzo-like section of feathery lightness and delicacy, utilizing the principal theme
in transformed versions. The clarinet introduces a new idea, which is briefly devel-
oped by strings and woodwinds. Later the English horn returns with the theme in
the original form combined with a transformed version for an accompaniment.

The finale begins with another of Franck’s characteristic flowing melodies.
Much of this movement is characterized by a festive mood and insistent rhythmic
patterns. Frequent recurrences of melodic ideas from earlier movements, brass cho-
rales and brilliant climaxes further distinguish this movement, whose spirit of radi-
ant splendor was expressed by Vincent d’Indy as “continual ascent towards glad-
ness and life-giving light.”

For a profile of Robert Markow, see page 33.
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Beethoven: Symphony No.9 in D minor, op.125, “Choral”

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

I Adagio molto e cantabile

IV Presto - Allegro assai
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Ayaka OKI

Soprano
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Ayaka OKi graduated from Iwate University and obtained Master’'s and Doctorate degrees
from Tokyo University of the Arts. After studying in Italy and Austria, she went to New York
under the overseas study program for upcoming artists of the Agency for Cultural Affairs. She
won the 1st prize in the Music Competition of Japan. She has sung in operas such as L'elisir
damore, La Boheme, and Cavalleria Rusticana. She is a member of Nikikai.

Etsuko KANOH

Mezzo-Soprano
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Etsuko Kanoh obtained Master’s degree from Tokyo University of the Arts and continued her
study at Hochschule fir Musik und Tanz Kéln. She signed an exclusive contract with Oper
K&ln and has sung more than 40 operas. She has sung across Europe and appeared many
stages including Staatstheater Stuttgart and Gergiev Festival. With her CD album, Schumann
Spéte Lieder, she received a Record Academy Award. She was awarded the Art
Encouragement Prize 2019 from the Minister of Education, Culture, Sports, Science and
Technology. She is a member of Nikikai.
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Tenor
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Kota Murakami graduated from Tokyo College of Music and finished the opera studio of the
New National Theatre, Tokyo. He continued his study in Bologna under the overseas study
program for upcoming artists of the Agency for Cultural Affairs. He has appeared in La
Bohéme, Die Zauberflote, Salome and La Traviata with Singapore Lyric Opera. In Japan, he
has sung more than 30 roles in operas such as Die Fledermaus, Falstaff, Cosi fan tutte, and
Macbeth. He is a member of Nikikai.
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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 Zauberfldte, Don Carlo, Carmen, Die Meistersinger von Nirnberg, Gotterddmmerung,

Lohengrin, among others. He is @ member of Nikikai.
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Nikikai Chorus Group, the first professional chorus group in Japan, was established in 1953.
Centering its activities in opera performances, Nikikai Chorus Group also makes guest appear-
ances with major orchestras, gives original concerts and performs in schools. The chorus

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

Hiroaki MASUDA

Chorus Master
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Hiroaki Masuda graduated from Tokyo University of the Arts and obtained Master’s degree
at the same university. He studied in Mtnchen. Masuda was formerly Principal Conductor

of Theater Koblenz, Principal Conductor of Saarlandisches Staatstheater, and General Music
Director of Theater Nordhausen/Loh-Orchester Sondershausen.
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O Freunde, nicht diese Téne!
Sondern laf3t uns angenehmere
anstimmen, und freudenvollere!

(Beethoven)

Freude, schoner Gotterfunken,
Tochter aus Elysium,

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

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

Ja, wer auch nur eine Seele

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

Freude trinken alle Wesen

An den Briisten der Natur;

Alle Guten, alle Bésen

Folgen ihrer Rosenspur.

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

Froh, wie seine Sonnen fliegen,
Durch des Himmels pricht'gen Plan,
Laufet, Brtider, eure Bahn,

Freudig wie ein Held zum Siegen.

Seid umschlungen Millionen!
Diesen Kuf3 der ganzen Welt!
Briider! tberm Sternenzelt
MufB ein lieber Vater wohnen.

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

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

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

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

I Adagio molto e cantabile

IV Presto - Allegro assai

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

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

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

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

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

The Adagio movement, one of the most sublime ever written, stands in stark
contrast to the propulsive energy and forbidding grimness of the previous move-
ments. Two lyrical and well-contrasted themes of transcendent beauty are alter-
nately elaborated in a double variation form. A mood of quiet exaltation and pro-
found peace reigns by the closing pages, only to be shattered by one of the most
horrendous outbursts in all music.

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

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

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

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations
in the USA, Canada, and several countries in Asia. As a journalist he covers the
music scenes across North America, Europe, and Asian countries, especially Japan.
At Montreal” s McGill University he lectured on music for over 25 years.
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