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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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Schonberg: Verkléarte Nacht, op.4
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Brahms (arr. by Schénberg): Piano Quartet No. 1 in G minor, op.25

Allegro

Intermezzo: Allegro ma non troppo
Andante con moto

Rondo alla zingarese: Presto
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Program notes by Robert Markow

Schoenberg:
Verklarte Nacht (Transfigured Night), op.4

Arnold Schoenberg: Born in Vienna, September 13, 1874; died in Los Angeles, July
13,1951

Drenched in romanticism and hyperemotional expressivity, Schoenberg’s tone
poem Transfigured Night is, after more than a century, still his most popular work.
It is the direct descendent of Wagner’s opera Tristan und Isolde, both in its musical
language and its subject matter. And if you want to be technical about such mat-
ters, it is actually nineteenth-century music as well, composed in the penultimate
year of the nineteenth century (1899).

Transfigured Night was Schoenberg’s first major score, and his first mature
music. He originally wrote it as a sextet for two violins, two violas, and two cellos.
Most of the work was done in a three-week period during the summer of 1899;
numerous small details were adjusted over the next few months, and the score was
in its final form by December 1. The first performance was given by the Rosé
Quartet and two additional musicians in Vienna on March 18, 1902. In 1917,
Schoenberg expanded the scoring for string orchestra, in which form he himself
conducted the first performance in Vienna two years later. Then, in 1943, he
revised the string orchestra version into the form we usually hear it today by mod-
erating some of the performance directions and pruning some of the more densely
scored passages. Most listeners agree that the fuller sonorities of a string orchestra
heighten the emotional intensity of the music.

Transfigured Night is one of the very few examples of chamber music to
incorporate programmatic elements. Schoenberg’s score is a musical depiction of a
poem of the same title by Richard Dehmel (1863-1920), a leading German poet
and playwright of his day. The story involves a pair of lovers walking through the
woods in the cold moonlight. The woman has a terrible confession to make: she is
with child, but not by him. She had earlier sought emotional fulfillment in sensuali-
ty and in childbearing. But this former lover was a stranger, and deceived her. The
man she now walks with in the moonlit woods assures her the child will be no bur-
den; his true and deep love for the woman will make the child as his own. A
strange radiance fills the night air while the warmth of the couple’s love transforms
the child from “hers” into “theirs.” The two mortals continue walking in the exalted
brightness of the transfigured night.

The layout of Schoenberg’s score follows the five stanzas of Dehmel’s poem,
though there is no formal division into separate sections. Three passages of “walk-
ing music” (the first and third sections are relatively brief; the fifth is more extend-
ed) alternate with “speaking music” (second section for the woman as she explains
her plight, fourth section for the man as he assures her he will accept the child as
his own). Listeners will have no difficulty in identifying each appearance of the
“walking music,” heard initially in the opening moments of the score as a gravely
plodding, descending figure. In addition to the “walking” motif, Schoenberg intro-
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duces, develops, fragments, combines and recombines numerous other melodic
ideas in a process of continuous transformation he learned from Wagner and Liszt.

Brahms (arr.by Schoenberg):
Piano Quartet No. 1 in G minor, op. 25 (Orchestral version)

I Allegro

II Intermezzo: Allegro ma non troppo
I Andante con moto

IV Rondo alla zingarese: Presto

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

So indelibly has Arnold Schoenberg become identified in the public
consciousness as a radical, an innovator, and a revolutionary, that to associate him
with a basically conservative composer like Brahms seems downright incongruous.
Yet, upon some consideration, we find that such a meeting of these two musical
minds is not so improbable after all, but in fact a continuation of the grand
tradition of Austro-German music extending from Bach through Mozart, Beethoven,
Schubert, Wagner, Brahms and Richard Strauss. Schoenberg further believed that
Brahms was no conservative, and wrote an essay in 1933, which he published in
revised form in 1947 as “Brahms the Progressive,” noting such forward-looking
aspects in his music as the extensive use of variation procedures, metrical
asymmetry, unity achieved through development of motivic fragments, and lack of
tonality in certain passages - all characteristics found extensively in Schoenberg’s
Oown music.

Schoenberg orchestrated Brahms’s G-minor Piano Quartet during the spring
and summer of 1937 while living in America. The first performance took place on
May 7, 1938 with the Los Angeles Philharmonic conducted by Otto Klemperer.

Schoenberg was indeed a master orchestrator, but his belief that he had
transcribed Brahms’s sound for the orchestra, and that he had held true to his
intention “to remain strictly within the style of Brahms and not go further than he
himself would have gone” can be discredited. For one thing, Schoenberg’s
orchestration includes a number of instruments Brahms never used: English horn,
E-flat clarinet, bass clarinet, glockenspiel, and xylophone. Woodwinds are
employed in threes, whereas Brahms used only pairs. (The opening bars, for
instance, are scored for E-flat, B-flat and bass clarinet in octaves.) Other
instruments are used more generously than Brahms was wont to, particularly
piccolo, trombones, cymbals and triangle. Schoenberg gives trumpets and horns
melodic lines of a kind Brahms would never have written, since the latter composer
steadfastly wrote only for the natural, valve-less instruments with their true, open
notes restricted to those of the harmonic series.

In a Brahms orchestral work, one is never aware of a sense of virtuosity at
play. But in Schoenberg’s transcription, virtuosity is apparent throughout; one
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almost could dub the G-minor Piano Quartet a “Concerto for Orchestra.” His
transcription is a veritable tour de force of orchestral mastery that dazzles with a
brilliance Brahms never dreamed of, especially in the exuberant, gypsy-inspired
finale. Schoenberg was justly proud of his achievement, and liked to think of the
result as Brahms’s Fifth Symphony.

“Expansive” is a word often invoked to describe the first movement. It
contains a wealth of thematic, motivic and rhythmic ideas, all welded into a
musical structure and unified by the four-note motif that opens the work. The
grandeur of the spacious opening subject (spread out over twenty measures and
containing two distinct ideas in itself) is counterpoised with the soaring lyricism of
the second in D minor, initially heard in the cellos, then in the violins, then
woodwinds. One of the oft-remarked peculiarities of this movement is that
although it is technically in G minor, a surprisingly large portion lies in the
contrasting tonality of D major/minor - nearly 75%. “The movement is never
untroubled,” writes Brahms scholar Malcolm MacDonald, “continually questioning
its own premises; and no comforting answer is found, for the coda, beginning
hopefully with sweet tranquillo writing for strings alone, blazes up in a passion
only to gutter out quietly in implied frustration.”

Brahms had originally intended to call the second movement a Scherzo but
decided that Intermezzo would be more appropriate, rightly so in view of its
moderate tempo, subdued nature, wistful tone and veiled colors. The central Trio
in A-flat major is more animated and sports brighter colors while retaining the
characteristic rhythmic pattern of the Intermezzo (short-long-short-long-long).

The emotional heart of the Quartet is the magnificent slow movement,
written in the “heroic” key of E-flat major. Long-arching melodic lines, a warmly
romantic atmosphere and rich sonorities of almost orchestral proportions are
features of this movement. The mood is interrupted by a march-like section in C
major (traditionally a “military” key) full of “rumbustious good spirits” and which
“works up to a climax that cries out for trumpets and drums” (MacDonald) — which
is precisely what Schoenberg used here in his orchestration.

The rondo-finale “in the gypsy style” incorporates four themes into an all-out
maelstrom of untamed energy and virtuosic effects, complete with a cadenza
(originally for piano, now for clarinet) and a coda replete with dazzling
pyrotechnical displays.

For a profile of Robert Markow, see page 22.
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Kentaro Kawase is presently Resident Conductor of Nagoya Philharmonic, Permanent
Conductor of Orchestra Ensemble Kanazawa, and Resident Conductor of Sapporo Symphony.
He was formerly Permanent Conductor of Kanagawa Philharmonic. He received Music Award
from Akeo Watanabe Music Foundation in 2015, the 14th Hideo Saito Memorial Fund Award
in 2016, and the 26th Idemitsu Music Award. Kawase is Special Appointed Lecturer of Tokyo
College of Music. He will be inaugurated as Music Director of Nagoya Philharmonic in April
2023.
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SR/ T 7 /15205 2 2 /\3G58 op.18 65
Rachmaninoff: Piano Concerto No.2 in C minor, op.18

I Moderato

I Adagio sostenuto

I Allegro scherzando
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Dvorak: Symphony No.9 in E minor, op.95, “From the New World”

Adagio - Allegro molto
Largo

Scherzo: Molto vivace
Allegro con fuoco
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Tomoya Nakase was born in 2006. He started playing piano at the age of 4. He won the Gold
Prize at the 2020 PTNA Piano Competition in Class G and the Gold Prize at the 2019 Chopin
International Piano Competition in Asia in Junior High School Division. Nakase has also received
the 1st Prize at the 1st Rachmaninoff International Piano Competition Japan in E Category (12-
14 years old) in 2019, the 1st Prize in the 3rd Tkaczewski International Piano Competition
(Poland) in Piano Prodigies category (under 16 years old) in 2018, and many other awards.
Currently, Nakase is a sophomore at Keio Senior High School.
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Program notes by Robert Markow

Rachmaninoff:
Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando

Sergei Rachmaninoff: Born at Oneg (an estate near Novgorod), April 1, 1873; died
in Beverly Hills, California, March 28, 1943

Rachmaninoff’s Second Piano Concerto, one of the most beloved in the entire
repertory, had a strange genesis. The harrowing experience of the utter failure of
the composer’s First Symphony (1897) had plunged him into deep melancholy, and
he shunned both the social and musical worlds. He finally consented to see a Dr.
Nicolai Dahl, who had acquired a reputation for successfully treating nervous dis-
orders through hypnosis and auto-suggestion. By inducing Rachmaninoff to repeat
over and over phrases such as “You will begin to write your concerto ... You will
work with great facility ... The concerto will be of excellent quality ...” while in a
hypnotic daze, the young composer’s creative impulses were recharged.

The second and third movements were ready for performance on December
15, 1900, and the first complete performance took place on November 9 of the fol-
lowing year. On both occasions, Rachmaninoff was the soloist, and the conductor
was his cousin and former teacher Alexander Siloti. The score bears a dedication to
the man who had made it all possible, Dr. Dahl. Popular success was immediate,
Rachmaninoff’s spirits soared, and in his renewed mood of self-confidence, he mar-
ried in 1902. In 1904, the concerto won him the first of two Glinka prizes (the
other came in 1906 for his Second Symphony). Through its sweeping melodies,
extravagant grandeur, melancholy, and passion, Rachmaninoff’s Second Piano
Concerto makes an unabashed appeal to the emotions, and justifiably qualifies as
the most popular piano concerto of the twentieth century.

The opening chords for the soloist have been described as a summation of all
that is most noble in the piano, a sort of monument to the concert grand. The vio-
lins give forth the broadly flowing first theme with the piano as accompaniment.
The piano presents the warmly lyrical second theme in E-flat major. Although the
piano writing is overtly virtuosic, there are also numerous passages where the solo-
ist assumes the role of accompanist.

The second movement is in E major, a remote key from the concerto’s basic
tonality of C minor. However, the movement begins in the latter key, only later
moving to E major. Following a few chords in the muted strings, the solo clarinet,
accompanied by the piano, intones the movement’s principal melodic idea, which
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surely ranks as one of the most ineffably beautiful ever written. The mood is one of
midnight poetry and quiet reflection. During the thematic working out the pace
quickens. After a brief cadenza, we hear once more that memorable theme in the
violins. For a coda, the piano plays a new thematic idea in block chords, accompa-
nied by left-hand arpeggios and triplets in the woodwinds. The movement closes in
serene peace.

The third movement, dramatic and colorful like the first, also has two themes,
the first militaristic and noble, announced by the soloist; the second broadly lyrical,
heard first in the violas and oboe. The movement incorporates a fugato based on
the movement’s main theme. First violins alone state the theme lightly and softly;
the piano answers almost immediately and continues while other instruments take
turns at the theme. Both themes are worked out in various additional ways and the
concerto ends in a blaze of virtuosity.

Dvorak:
Symphony No.9 in E minor, op.95, “From the New World”

I Adagio - Allegro molto
I Largo

Il Scherzo: Molto vivace
IV Allegro con fuoco

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

Dvorédk’s Symphony No. 9, the “New World Symphony” to most listeners,
received its world premiere in New York’s Carnegie Hall on December 16, 1893
with Anton Seidl conducting the New York Philharmonic. (There had been a “pub-
lic rehearsal” the day before.) One critic (Henry Finck) called it “the greatest sym-
phonic work ever composed in this country.”

Although the “New World” Symphony was written in the New World, it is
not specifically about the New World. True, there are themes that could be con-
strued as being “authentic” songs of the American Indians or African-Americans,
but in fact, as in Dvordk’s Slavonic works, he did not actually quote directly from
folksong but rather composed his own based on study of the source material.

One “New World” aspect of this symphony is the role played by Longfellow’s
epic poem The Song of Hiawatha, which Dvordk had read in Czech translation
some thirty years earlier. He re-read the poem in America and claimed that the
scene of Minnehaha’s funeral in the forest inspired the Largo movement of his sym-
phony, while the Indians’ Dance was responsible for the Scherzo. Dvorék actually
visited Hiawatha’s land (lowa and southern Minnesota), but the symphony was
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essentially complete by this time, so whatever influence Hiawatha had on him was
purely literary, not geographical. It is worth noting that America was celebrating in
1892 (the year Dvotdk arrived in America) the four hundredth anniversary of
Columbus’ discovery of the New World.

From the New World alone of Dvordk’s nine symphonies opens with a slow
introduction. The main Allegro section is launched by horns in an arpeggiated fan-
fare motif in E minor, a motif that will reappear in all remaining movements as well.
Several additional themes follow.

The Largo contains one of the most famous themes in all classical music.
Many listeners know it as the song “Goin’ home,” but Dvofdk did not borrow the
theme from a spiritual; it is his own, and the words were superimposed by one of
his students, William Arms Fisher, after the symphony was written. Although
Dvordk himself claimed the movement was inspired by a passage from
Longfellow’s poem, Otakar Sourek (himself a Czech), believes the listener is equally
entitled to imagine instead Dvoték longing for his homeland: “the melancholy, wide
expanses of the South Bohemian countryside, of his garden at Vysoka, of the deep
solemn sighing of the pine forests, and the broad, fragrant fields.”

The Scherzo is one of the most energetic and exhilarating movements Dvofak
ever wrote, and borders on the virtuosic as well for the dazzling orchestral display
it entails. The contrasting Trio section is a charming rustic dance introduced by the
woodwind choir and set to the lilting long-short-long rhythm of which Schubert
was so fond.

The finale too contains its share of melodic fecundity and inventiveness. The
development section develops not only material from this movement but from the
three previous ones as well, especially the main theme of the Largo, which is frag-
mented and tossed about with almost reckless abandon. The grand climax of the
long coda (which begins after the horn solo that covers amazingly three full
octaves - a greater range even than the famous call in Strauss’s Till Eulenspiegel!)
brings back the chordal sequence that opened the Largo, but now painted in
broad, majestic strokes in the full brass and woodwind sections. The fury subsides,
the orchestra dies away to a whisper, horns softly intone the finale’s main theme
like an echo from a far-away world. The symphony seems destined to end in E
minor, the key in which it began. But with a sudden, massive wrenching of the har-
monic gears, Dvofdk brings the symphony to a close in joyous E major. The final
chord lingers gently on the ears of audiences around the world.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations
in the USA, Canada, and several countries in Asia. As a journalist he covers the
music scenes across North America, Europe, and Asian countries, especially Japan.
At Montreal’s McGill University he lectured on music for over 25 years.
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John Storgards is Chief Conductor of BBC Philharmonic, Principal Guest Conductor of
Canada’s National Arts Centre Orchestra Ottawa, and Artistic Director of Lapland Chamber
Orchestra (Finland). He has a dual career as a conductor and violin virtuoso. Storgards has
appeared with orchestras such as Berliner Philharmoniker, Gewandhausorchester Leipzig,
SWR Symphonieorchester, Bamberger Symphoniker, Munchner Philharmoniker, Rundfunk-
Sinfonieorchester Berlin, Dresdner Philharmonie, Orchestre National de France, Orchestra
Sinfonica Nationale dellaRAI, London Phitharmonic, Gothenburg Symphony, Tapiola Sinfonietta,
Boston Symphony, Chicago Symphony, Cleveland Orchestra, New York Phitharmonic, Sydney
Symphony, and Melbourne Symphony.
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Fri. 20 January 2023, 19:00 at Tokyo Bunka Kaikan

518 @ 3—/- AM)LO—XR John STORGARDS, Conductor
JrAFUY @ RwH-TJ—3/ A pekka KUUSISTO, Violin
JVH—hv 29— @ LUK KE Tomoshige YAMAMOTO, Concertmaster
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Sibelius: Karelia Overture, op.10

IRUD R I7AF UV iREEE 23558 op.47 659
Sibelius: Violin Concerto in D minor, op.47

I Allegro moderato

I Adagio di molto

I Allegro ma non tanto

{AE8 / Intermission (20 %)

TFIN ¢ 3TN 2 T ZRRE op35 @39
Madetoja: Symphony No.2 in E-flat major, op.35

[ Allegro moderato
I Andante

I Allegro non troppo
IV Andantino
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Violinist, conductor and composer Pekka Kuusisto is renowned for his artistic freedom and
fresh approach to repertoire. He is Artistic Director of Norwegian Chamber Orchestra, Artistic
Partner of Saint Paul Chamber Orchestra and Mahler Chamber Orchestra, Collaborative Partner
of San Francisco Symphony, and Artistic Best Friend of Deutsche Kammerphilharmonie Bremen.
In 2021/22 he is Philharmonia Orchestra’s featured Artist. Kuusisto recently released an album
for Pentatone with Norwegian Chamber Orchestra featuring the premiere recording of Nico
Muhly’s Violin Concerto Shrink. An advocate of new music, Kuusisto’s upcoming premieres
include new concertos by Bryce Dessner, Djuro Zivkovic, Thomas Ades, and Enrico Chapela,
and chamber works by Sauli Zinovjev and Calliope Tsoupaki.
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Program notes by Robert Markow

Sibelius:
Karelia Overture, op.10

Jean Sibelius: Born in Himeenlinna (Tavastehus), Finland, December 8, 1865; died
in Jarvenpdd (near Helsinki), September 20, 1957

In addition to seven symphonies and the Violin Concerto, Sibelius’ large cata-
logue of orchestral works includes more than two dozen shorter pieces as well as
incidental music for several stage productions. Most of these are based on or
inspired by scenes, legends and literature of the composer’s native Finland. They
include some of his most famous works like The Swan of Tuonela, Finlandia, Valse
triste, and the Karelia Suite.

In 1893, at the age of 27, Sibelius was already something of a national hero
for his magnificent symphonic poem-cantata Kullervo, based on passages from the
Finnish national epic, the Kalevala. He was therefore the natural choice by the
Viipuri Student Corporation of the University of Helsingfors (later renamed
Helsinki) to write some music for a pageant depicting scenes from the history of
Karelia. (Karelia is the region just northwest of St. Petersburg. Currently part of
Russia, it has been owned by various lands over the centuries. Vyborg is its princi-
pal city.) Without incorporating any native folk songs, Sibelius successfully cap-
tured the special flavor of this individualistic land in an overture and seven short
pieces. Subsequently the overture was published as Op. 10, and three of the
remaining pieces as the Karelia Suite, Op. 11.

While the Suite is often performed, the Overture remains something of a rari-
ty. As it exists independently of the Suite (it has its own opus number), it is usually
bypassed when the Suite is performed — unfortunately so, as it is a fine piece in its
own right. Laid out in sonata form, it opens in the lower-range instruments with a
proud, striding subject that is soon taken up by the full orchestra. To Sibelius’ con-
temporaries, scholar Erik Tawaststjerna tells us, it suggested a view of Viipuri
Castle. The second subject has a darkly brooding cast to it that we find in so many
of Sibelius’ later works. To Tawaststjerna, it “might be thought of as interpreting
the fate of the Karelian people.” Familiar also is the horn quartet fanfare that serves
as the subject of the opening movement of the Karelia Suite.

An ironic sideline to all Sibelius’s nationalism is the fact that his name is not
Finnish. One clue is that all Finnish names are accented on the first syllable; clearly
Sibelius is not. He was born in a Swedish-speaking part of a land that at the time
belonged to Russia. Swedish was his first language, and in fact he never learned
Finnish perfectly. He was christened Johan Julius Christian Sibelius but his family
called him Janne; later he took the French name “Jean” from an uncle.
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Sibelius:
Violin Concerto in D minor, op.47

I Allegro moderato
II Adagio di molto
Il Allegro ma non tanto

In 1902, the German violinist Willy Burmester asked Sibelius to write him a
concerto. When Sibelius sent him the piano reduction of the first two movements in
September of 1903, Burmester was enthusiastic and suggested the premiere be
given in Berlin in March of 1904. But Sibelius had other ideas. Due to strained
financial circumstances, he wanted the concerto performed as soon as possible,
and secretly asked another violinist to give the premiere in Helsinki at an earlier
date. What Sibelius got in the end was a far inferior soloist (a local teacher named
Viktor Novacek, who never did learn the concerto properly), a cool reception at the
premiere (February 8, 1904), mostly negative reviews in the press, and the justifi-
able resentment of Burmester.

Following the premiere, the concerto was put aside for over a year until
Sibelius got around to revising it. He toned down some of the overtly virtuosic pas-
sages, tightened the structure of the outer movements and altered the orchestration
of numerous passages. The revisions amount to far more than mere window dress-
ing, and the results are fascinating to compare with the original.

On October 19, 1905, the concerto received its premiere in the final form in
Berlin, with Karl Halir as soloist and none other than Richard Strauss on the podi-
um. Shortly afterwards, Sibelius’ friend Rosa Newmarch told him that “in fifty years’
time, your concerto will be as much a classic as those of Beethoven, Brahms and
Tchaikovsky.” How right she was!

Sibelius’ affinity for the violin stemmed from his youth, when he aspired to
become a great violinist. “My tragedy,” he wrote, “was that [ wanted to be a cele-
brated violinist at any price. From the age of fifteen, I played my violin for ten
years, practicing from morning to night. I hated pen and ink. --- My preference for
the violin lasted quite long, and it was a very painful awakening when I had to
admit that I had begun my training for the exacting career of an eminent performer
too late.” His very first composition (Vattendroppar), written at the age of eight or
nine, was a piece for violin and cello. Although he left just one violin concerto, he
also composed numerous short pieces for the instrument, mostly with piano.

The solo part is one of the most difficult in the entire repertory. Virtuosic pas-
sages abound, but they are welded to disciplined musical thought; there is no
empty display material here. The orchestral writing bears much evidence of
Sibelius’ deep interest in this medium, and serves a far greater purpose than a mere
backdrop for the soloist. Dark, somber colors predominate, as is this composer’s
tendency, lending an air of passionate urgency to the music. Note particularly the
third theme in B-flat minor in the first movement, played by the unison violins, or
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the second theme of the Finale, again played by the violins, with its interplay of
6/8 and 3/4 meters.

Attention to the formalities of sonata form is largely avoided in favor of origi-
nality of thought. In the first movement, there is no development section as such;
instead, each of the three main themes is fully elaborated and developed upon ini-
tial presentation. A cadenza occurs at the point where a full development would
normally stand, followed by a recapitulation of the three themes, each of which is
subjected to further expansion. In the Adagio movement, Sibelius contrasts the
long, dreamy and reflective opening theme with a turbulent and darkly passionate
section in the minor mode. The finale, in rondo form, calls to the fore the full tech-
nical prowess of the soloist. Energetic rhythms suggestive of the polonaise and
gypsy dances offer further elements of excitement to this exuberant movement.

Madetoja:
Symphony No.2 in E-flat major, op.35

I Allegro moderato — (attacca)
I Andante

I Allegro non troppo — (attacca)
IV Andantino

Leevi Madetoja: Born in Oulu, Finland, February 17, 1887; died in Helsinki,
October 6, 1947

Many concertgoers know that Sibelius was Finland’s most famous composer,
and that his seven symphonies mark him as his country’s greatest symphonist. But
who are the others? Actually, there have been many, and among the most impor-
tant (next to Sibelius) was Leevi Madetoja. Madetoja left only three symphonies,
but they are all important works. The First (1916) was also his first major orchestral
composition, which was received warmly by the press and remains one of the finest
first symphonies by any composer still in his twenties; the Second (1918) was pro-
claimed by critic Evert Katila to be “the most remarkable achievement in our music
since the monumental series of Sibelius” ; and the Third (1926), co-incidentally
bearing the same opus number (55) as Beethoven’s Third (Eroica), may well be
Madetoja’s most accomplished work in its deft combination of Nordic spirit with
Gallic elegance and clarity (Madetoja spent much time in Paris).

Madetoja is also credited with having written his country’s unofficial “nation-
al opera,” The Ostrobothnians, which sits alongside Mussorgsky’s Boris Godounov,
Britten’s Peter Grimes, and Smetana’s Bartered Bride in its vivid evocation of
national spirit. In 1918, the year of the Second Symphony, Madetoja was granted
an artist’s pension for life by the Finnish government, an honor he shared with
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Sibelius. In the composer’s native city of Oulu there exist a music school, a street,
and a concert hall named after him, A bronze statue was erected there in 1962.
There are piano and choir competitions named after him, and in 1987 Finland
issued a postage stamp in his likeness. Nevertheless, Madetoja remains little-known
outside of Finland, but there has been a recent surge of interest in his music, driven
in large part by tonight’s conductor, John Storgards, who has recorded all the sym-
phonies as well as other works.

The Second Symphony was dedicated to the memory of the composer’s
mother. Robert Kajanus conducted the premiere on December 17, 1918. Listeners
familiar with Sibelius’ symphonies, especially the Third and Sixth, will have no
trouble hearing the influence of the older composer, with whom Madetoja studied
privately between 1908 and 1910. Further, the “Gallic elegance and clarity” men-
tioned above with reference to the Third Symphony is also immediately apparent
in the Second. It opens with a long-breathed line in the violins, suggestive of a pas-
toral setting. “Madetoja remained deeply sensitive to nature and especially to the
atmosphere and culture of his native Ostrobothnia,” writes musicologist Henri-
Claude Fantapié. The theme immediately begins to develop, and Madetoja shows
himself highly adept at sustaining interest in this material before moving on to the
second subject in A-flat major, also initially presented by the violins to an accom-
paniment of fluttering clarinets (later flutes). After a towering climax the music set-
tles into the movement’s development section. The recapitulation is regular except
that it omits repeat of the second theme.

The second movement continues the pastoral associations. It arrives without
pause, but is instantly identifiable by the distant calls from an oboe, then horn, then
bassoon. These bucolic calls return several times throughout the movement, which
unfolds leisurely with a wide-ranging melody in the strings. The music raises to an
intense climax, after which woodwinds assume the melodic interest. The orchestra-
tion becomes increasingly richer until a second grand climax is reached.

The third movement, in B-flat minor, contains by far the symphony’s most
vigorous and rhythmically intricate music. The writing is often highly virtuosic,
densely scored, and mostly at a high volume level helped by prominent use of per-
cussion. The climax is marked fff (fortississimo) — the only such moment in the
entire symphony. Two ideas alternate in an ABABA format: the “A” material devel-
ops a motif from the first movement, while the “B” material consists of a menacing,
march-like idea.

After this has run its course, the music resolves without pause into the fourth
and final movement, a sort of epilogue of quasi-mystic tone built from a modal
melody anchored on the note E, the very pitch that brings the symphony to its
enigmatic conclusion.

For a profile of Robert Markow, see page 22.
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