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Music Director of Opéra de Rouen Normandie, British conductor Ben Glassberg is fast making
his mark on global operatic and symphonic platform since winning the Grand Prix at 55th
Besancon International Competition for Young Conductors in 2017 at the age of 23. Upcoming
highlights of 2022/23 season include Verdi Rigoletto, Mozart La clemenza di Tito, and Britten
A Midsummer Night's Dream for Opéra de Rouen, and the start of his new position as Principal
Guest Conductor at Volksoper Wien with titles to include Wagner Der fliegende Hollénder and
Nicolai Die lustigen Weiber von Windsor. On the Symphonic platform, he will return as Associ-
ate Guest Conductor to Orchestre National de Lyon and also Orquesta Filarmonica de Gran
Canaria, Teatro Massimo di Palermo, and Swedish Radio Symphony.
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Sun. 5 March 2023, 14:00 at Tokyo Metropolitan Theatre

1518 @ N2/ S2/\—7" Ben GLASSBERG, Conductor
Fz0 @ JUa/ KU L—IU Bruno DELEPELAIRE, Violoncello
E7/ @ REFEE* Hiroshi NAGAO, Piano
IVY—hR9— @ LIKKE Tomoshige YAMAMOTO, Concertmaster
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Saint-Saéns: Bacchanale from Samson et Dalila

T =5—2 FIOMRHEE (52l op.33 199
Saint-Saéns: Cello Concerto No.1 in A minor, op.33
Allegro non troppo - Allegretto con moto - Allegro non troppo

K& / Intermission (20 43)
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Liadov: The Enchanted Lake, op.62
AN T4V AF— NUVIBZE (NLV—227h)

(1947 £Eh) * 35%)
Stravinsky: Petrushka (1947 version)

I The Shrove-tide Fair HANRDHIE

I Petrushka Rh)L—2ah

I The Blackmoor L—=7 A

IV The Shrove-tide Fair and the Death of Petrushka BRSO HIRERNL—Y2HDIE
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Bruno Delepelaire, a winner of both Karl Davidov and Markneukirchen competitions has been
1st Principal Cello with Berliner Philharmoniker since 2013. As a soloist he has played orches-
tras including Orchestra dell Accademia Nazionale di Santa Cecilia and Bournemouth Sym-
phony. He plays regularly as a chamber musician with Cavatine Quartet, Berlin Piano Quartet,
and die 12 Cellisten der Berliner Philharmoniker. Bruno plays a cello made by Matteo Goffriller,
on a generous loan from Karolina Blaberg Foundation.
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Hiroshi Nagao graduated from Tokyo University of the Arts and completed his Master’s at the
same university. In 1995 he entered Ecole Normale de Musique de Paris. He has played with
leading orchestras such as NHK Symphony, Tokyo Symphony and New Japan Philharmonic. He
has given solo recitals and first performances of a number of domestic and overseas works.

3/5 C Series



3/5 C Series

Tr=t—-X!
TE LV ETUS] KU [Ny AF—)U]

SRR IE oI NI—2 - =P =2 A (1835~1921)13ART% 1 3{EEL/75,
LS—RN)—=ELTEBELZDIE [HLV ETVT] OIREEES, [NvhF—
VIZEIRICEB T ANV IFET, LIXLITBEMTOERSNSZZHTH S,

[NofF—)L] EBHREINTVEEDOD, NyhF—ILOFERIEO—H#HEED
BEOMNY I ZATHY, [BNEZBO LML ZEMICL WALV ETYT]E
WEAED ETIIEGRD 2L, H<ETHEEVSEBEDRKTH S,

ARTDHETUEIRIICRANBE, AATZILDORERIVTFANEEICD
Teo T ZIEVINT CELN, BAT LY UEZRNCRY YT AZZL 0B 2 H
LCEee YLV TITEVNILHEET DI G272 E% M7V T
NE TUVZIH LY OFEANOMELZFEHTLIH5EHE 2. TUTOEEHICK
DY LY VIHOZLNTLED . BADMBELIIZOETH-72DOT, HEHIS
NIRRT LI NIRRT NOBEZED Bitcsn Tz, 2LEDE
BEOPIFTNET LY VL. BUEEZRO IR RDE>THEOEZML
BIL. BOICBELLR) YT AZEBENUCEBEDO X IIE->72DTH o7z,

ZO [NyhF—IL] OBFEIL [MEEY LV U E2ETFRHOICLEZE] LW BRI
LOTHY, RIITANLBEPEEEELCVWARNTH S, £>T. ZITHS
NTVBDRTITULED WD EN) =5V A5,

BHEOA—RIOLFITA—TanoT ITBEERDOIN—L - e Iv =N
(FRED—2) OBFHETAIATEORS—REOZALEZF I CERSN., HE
OHEE2HE TS, IATLIU - BT T —bOERICAD, B 078 X A
HRON L=V DORERTHBE P NS, E2EETIIA—RI. A7 )via
RV EN=T DIV NCKOEFER LG EZERD, FEIVWERSPSELEHS
N5, PRI LEN CRELEONIV T AR KT . TTOTVRICRSTH
507747y AZ|P->TT v AR%E B, RREOBEENSED, A—T74 XL (1
2T LHER) OEFEREOLOICERE TR, RROEIET 5,

HBEOATLAIA T AV I VMNP KMESNTENEH0D, HFr=8%—>
AMI8T3FEICT VY I TITHRITU A AT LALB ORI T[S LV > EFU 5]
DR 272 EIZEBICTET %,

fEEREE(R: 1867 ~774F

g B RS2 1877F12828 I
IRo7Ibb - SvEVEE KREEES RN YERES) E%EE

3/5 C Series

7



8

3/5 C Series

SRR Bva0. JIb—R2. 7—RI2. AT Uwyam)by, ISURYR2, NZTSURYE,
TJ7dvh2, VNS TFIv RILV4A hSURYR2, D)bRy2, ~OVR—V3,
Fa—/\. TaVINZ. KA. YNNI 8SAT VT DRIV, N—T" %5

545
T=t—-2X:
FrOBMTHS 1 & (5256 op.33

Pr=H—2r2Z (1835~ 1921 IFRMmERS ZLOIEMEELIA J/IEL/S—
N —&LTED ETONAERIE—ERICEEE-TWND, IS T B D—>&
LT, ERIPSETFONTVbDIZ [BEOZLE] HD, KKEAITEANT
HBHDIZIF. FTFARTEVST A DB ZORT v 2 #ATZmHDTnaneES
NnNTCE,

FO—HT. HPDOEIDFIZE T — 0 HBREEADERIZ, HEEOD
FRT—IAE DT ABEHAME R (F2) 2RAAPE 2 EHIHE, 18714F
DEREBERBRBIREVSIEBEZRI-T2EI1I%5, LL, HHERETH-
o= =23 [R=b—="Jz DEE | ELENRDHREANSHD. TNERD
HZBDICEH L, BULAREHMOKDLSIZELZAIR (FSAE38H. FH2
HiRTEZRL) . FAUCHUBEMIL, THOZEREZDEIC, vV RER
B TER SN TOVF 24 VT (BIEEDH) 2B &bE52&T. X—b—"Jzx
VOIEAR LI =Y - AOMBENSTERE. RREBATEZEINS T E
HrEB/L.

FrupEME 1 FIZI72ED(ET, BE—RETEIN TS, LTORS
IFEFICLAEENLZLOT, RATIC[HE1IE] 2L IFHTE SN TN,

F188 rLoO-/v-rOviR 290287 AR BHEEVIYER B
ZHnd, BEOMBEDPOMRUOHAINIIMBEF runE I FEE2ETH, BREK
IR NZR, BIEEPSHLESNA I BNAE2EELSH AN
(JZEFru), 2AERILHFEHOK., BERTFTCRECEIZEIRDONL,
2ERICKHFEIFETHBRIBICAD, MEBF IR E2EEIIRZ D525
DEEKEBELET,

2% FULILwh -3V - E—h 4503 TF EuRE#H 3#WMERX 5LE
BEICKOHTABEROE | FESRRIN, BMEBF OlIWERER TS, M
ZFUPTEEOFE2FETRETHHMEMITEL W7oy r2El, EXB
BICKVEIFENRERL, ZOEEEEEAMBFONHLAEETHH, Fl1E
FBOW R ABFUNERL TV, MEREOBEIMEF KT THESN,
EIHDBALL D,

3% FLIO-/v-bOviR 25028 F A5EH 3N FROE

3/5 C Series



FUFEFRODZ-S>TVZRWVA, A—RIOVOICIDEIFROE ]l FEAEIRL,
HEIMOMMBmEHOE S, TLTEREZHEE, Y raAR—TaVyPHRNEE2E
EPAERATEE T2 (MEFu), BN/ Syt —I0EESNz0b, 5
BAZ o2 E3EEN0-/-0ERENS (JhEF O),

HUORETGNZEMPBS L0, MEFulE2EELHE., HIH0H
|FENPLEAEETES, BHEEPKRESEIFERDOANTHEEEZD, A
BR—PRO6ND, TI—FIIAEFAERD, BEOENSHRE L BRI TR
FTWn<,

YERBEF(X: 18726

7 #E 1873F18198 /NU F—FaRb - MNUNvIE
IRo7—I - FILTITRIERE SUSEBERRRBEREM

MR TIL—h2. F—RI2, ISURYR2, TPIwk2, mILY2, hSURYR2, Ta4VINZ,
FEOER, =T O

Ur—R7:
LSy (BAICHFSNISHE) 0p.62

P IRTIVT VT (AT TNIEENTZ T F =1 Ur—F7 (1855~ 1914) 1%,
FVWIADPOEREBESNI- T REHDEME o720, BEHH 0BRSS
HoTEMITD L, FRIC, REMOA RT L EDKIEIE—MBFER TE LR ro7,
LU, OERICIEWT bz ELS PSS, HEDBLIXLIRERESN S,

(BRI ENTM) ORI, (V=Y H—)0op.56 (1904) R (FFET)
op.63 (1909) &&biz, 1880FMICIZT TITHFIELIZ. LALEBRIERmDE
NIz DIZVERE OBEEE ., 19084 (£/:1319074) D& 72-57z. 2B 2 D3I,
U7 DBEEFOMARLEDLNDEF>TVNAEVNSETHBEL WA, (EE
IZPIFENIN . IFPO2HERERD, FFEOYFEICHEDUER TRV,

TEHEIZZDEIICEE>T WD, [HIETARMZN TV, BT T D
FROWZHE, BALzd. LT, ETHHELYP-. TOFEICELTHERER
P EOBIEOHFT, ENLZTOEGD, ENEFEZLDBERBRESPERDOE
(EPRRISTENEVHTERE LTIV SN DP -T2, FFTT T ORFEDH
12y Bz B OB BN 2 WPRUIGD -5, 0P 7T OREEE. TAZ1ED T,
DB EDIDITRL D578 R0 A TERAREME T A EETFEL W,
BXIFHTRVWDOLIZH, BXIRLTLEST . FICIZERIIES PO
ITHBo TRCHIEEHSTz, TRTOSHDHEN, LW, ETLTRLPHFSHOD
bi’(b)éitﬁ“bﬁ;?f:gﬁ%%\ BB ADRL ] o Vv —R7OERFITIL, %
ORIC, BHICERHOARDEAHMOMERLHE PN TED. FHr»PRDEL
2O ERZ SEICCOMEERL MRS NS,

3/5 C Series

9




10

3/5 C Series

BEITEESLVEEPIFEAL L METH D) LAF—=2)L Y27 (1844
~1908) BEAZDEZREELZEHEL T, #MNZHOMY 2EROBOEDDER
VTV, FHEBREMILZRERL. ZRASNLERFOHMLEBZIIIEREIE
Ly,

(EHEM)
ERIEESR: 19084 (F/zld19074F)
4 A 1909%2F218(@OY7IBE2R8H) YYVINITILIIINT ZIASA-FIUSZViEE

FEBWAN: TIL—h3. A—IRT2, I5URWR3. T7Iwb2 mILVA, T4V/VZ0 RKE. /)
= FILRY, HREE

ARSI 4 A F—
INUIBE (RMNU—2h) 1947 &)

20MAD T RICKEL B EFRUIAFHR A — T - AMT T4 AF— (1882 ~
1971) 5. MMRORXFETHLLTA - T47FL7 (1872 ~ 1929) DRFAICK >
TEOVIZAKDEY (RPL—2ah) (BOREHYDWDLDS[3ANLI]IE, B
TELANT T4V AF—DIERmF. TmUARKDPH 5.

(RML—=2291) I EFDE2ECHI5. (KDOEY T—H. BRIFHFICE-
e ANT Tt AF—E, 1910FE. (BOKHY)ICEDP»o7z0720, it
LT, E7 /MEZLOMENERZH ATz, (EHliP. 8P AN T 1
A& —DIEEHENLZ P T=ON [ZZRIMEBIRONE] LW TA T4 772572,
WD EZTATILIIEET & TATFLIIZIERICRICAD,. ZO0T7—<
TNV INERZ R A ZERRIET 50 THLTTREBELIZDD (RN —2 2 h) 72,

(RML—=2a) OAR=Y—IE, @mEREZAENIAFELTEL. F, S
NBEVWIHLDE, ANTT4VAF—EINZ, RERMBIE. ZhUTT71>F - T
VigERKBIZOT—Val, E7 /MBE2ETAERBRO KA =7 AT E2EREL
IEEEPLEETERLL. 36O I —) - £V hy— (1875 ~ 1964) A 151
L7AE IR IN T, BEDOHICW 7O —R - a2y — (1862 ~ 1918) 1%, A
T4 AF— IO EOSEFOFREE->T VS,

EZATARML—=a ) 121946 ~ 47412, (EHEBS [HIEZIC &L
2ODBOES LD T, BEWKCEELEW] LWIIFEKRBICHETS NS,
191 1 RIZABRAIE o713, 1947 ERRIII BRI/ NLIZD. Favirrva
a2 EWDLZEbdHD, JORBLSEI G- TS, Fo. BHAEHET
DORENPBIESINT, FFEPLPIR>T 0D, I TAYHTEHBD AN
T4 AF I, FBEZFELTOEFHPEI TV WS ZEBERIIH D, LD
AR-T A (1883 ~ 1969) DX, ETHRD A —r AP —av a2 RO ke nr->
IEEELWIY, ERMEOBREDHY. HE. EHEALHRE TV LN
DIF1947ERRAZ ),

3/5 C Series



ARIFAEDPSRD. BEIINTLO0— LTSNS, DT, &5E0HR0Hp,
BT (KFETHEE)IFM47ERAITICE S,

£118 [HAKOMHE] YU TFLTLIOBARZORBTOIIERH,
BMBAHEENS, R, FSLO0—-LAIBOD-D, BEIHESL, B>
TBRROENCAEENDPIENTTIL— b 2IR<E, ML= 2, N —F, L—
T ANDIMED N EGHPREAEN BT ATEET 5[0V 7 DO 280729,

g215 [(RMU—raAh] BEBRVWNBICHDAENRML—2ahid, BS
DIELAZZEDUOLLHK-72D, BHICRTPEHESELLDT B, 78, HD
MEZRTEBUCH B HERD . BRTUARADEL 2D, HPRWEFELIN
LY —FDRoTCEDTH B RML—a B3 FERADBNEEHT S, o
MEFICENT, BETS(HERMENT UV IORE),

318 [L—T7 AN TEMEFERIRE. TXI T 05 L—T7 NOED (7
FUFXYRENAT SV YN) BIEED. PO TNV —FHBL—TF ADHEIZA->
TETHOEIRD VNKFHENT VRN TTBRWLA—T7 ADOREFIZHET S, &
MIBEDLDIZRNWERDE STz =T NZH. A C2ANE [DILY] 2F0D72d . £
CARNL—Ya BB L, L—T AZODAHDPPEH, HFEITZST, BULH
SNTLED.

FEAE [HAKOHIBEERMNL—Y21HDIE] FUOHASOMEOBE. 5
IBIOBIRDLVWEBL TS, 4706IHFICEDLY, [FABOEU]~N. RE»S
HRIN-E@EP2 0N hE. [BREEE] LRVEEEZENBRIEBIET S,
Ta1—NDIL—EFTRRVAIEERT, T0O%. [YTY— (OT) EBIRITE
ANl TIEA (Vv U REESEOER) LuvRMSHEN., [HEOFEY] (%
ZEPY Y TR THES) 2R CHREI CREEIGET 2,

2298, ML=V ahDUMOBPBEIZ %, L—T AZBDONIZRMNL—2 2B 5
HKIFCEDTHS (BB L—FAERNV—Yah) . NLY—FOHIIELREH
T L—T NI =2 a2 O T (RMV—22HDIE) . FEDPZSEER,
[ZEEAFEEN] PR, ATBEVIZRM =22 DOFEZF VTN, BE
MI/NBORBIRO EIC [RMV—Y2hDME] NS, ATEHEWIZERALLZD,
NRMV—2ahEETTRITHT . BBORRKZE Y4 h— N TRER S,

(EHET)
{ERBEE(C: 19105~ 1911458268 5] 1946 ~ 474
2l D 19M1FERR 1911F6813H VU - JehUE ET—)L - EVbo—I5E
RBRA: TIL—R3EE3FEYI0OF/E) . F—RI2. AV Uvvamiby. I5URvR3 (I
NROZURYNFE), J7dwh2, IVNST73wb RILV4, RSURYR3, <OV

R—>3. Fa—/\. T4VINZ, 8IATVTIbe YVNIbe KKE. 90TV K
. ILI L, YOTFY, N=F ET /. FIURSY, HE5ER

3/5 C Series

1



12

3/5 C Series

Program notes by Robert Markow

Saint-Saéns:
Bacchanale from Samson et Dalila

Camille Saint-Saéns: Born in Paris, October 9, 1835; died in Algiers, December 16,
1921

The career of Camille Saint-Saéns was one of the most astonishing in the
entire history of music. He possessed perfect pitch, perfect memory, and virtuosic
abilities as a pianist and organist. He was the first notable composer to write film
music. In addition to music, he pursued interests in mathematics, astronomy, geolo-
gy, and archaeology on a scholarly level. He was writing his first pieces while still a
child of five. More than eight decades later, he was still turning out music “as natu-
rally as a tree produces apples,” as he put it. Saint-Saéns’ lifetime embraced the
majority of composers most often encountered at symphony concerts today:
Brahms was just two when he was born, and by the time he died at the age of 86
Schoenberg had already launched atonality. He was an inveterate traveler, ventur-
ing as far eastward as Singapore and as far in the other direction as San Francisco.

Samson et Dalila, Saint-Saéns’ only successful opera out of twelve, was origi-
nally conceived in 1867 as an oratorio based on the story related in the Book of
Judges from the Old Testament, but soon took on operatic form. Through arrange-
ment with his friend Franz Liszt, Saint-Saéns’ new opera received its world pre-
miere on December 2, 1877, not in his native France, but in Weimar (sung in
German). France waited thirteen more years to hear Samson (March, 1890, in
Rouen), while Paris waited nearly eight months longer, and even then the perfor-
mance was not at the Opéra but at a lesser house. Eventually though, Samson did
find a secure niche in Paris, and over two thousand performances in this city alone
testify to its enduring popularity.

The celebrated Bacchanale introduces the final scene of the opera (Act III,
Scene 2), which takes place at dawn in the great hall of the Temple of Dagon.
Philistine worshippers crowd the scene. An exotic, orientally-tinged call from the
oboe sets the mood for the dancers to begin their lurid Bacchanale. Like the Dance
of the Seven Veils from Strauss’s Salome (1905), which takes place in an almost
identical setting, the Bacchanale is in simple ternary form (ABA). Also like Strauss’s
dance, the Bacchanale’s outer portions contain two themes, the central episode is
characterized by a more relaxed tempo and a voluptuous melody played warmly
by violins, and the music builds to a frenzied conclusion.
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Saint-Saéns:
Cello Concerto No. 1 in A minor, op. 33

I Allegro non troppo
I Allegretto con moto
I Tempo primo - Un peu moins vite

Saint-Saéns held the cello in high regard and composed generously for it: two
sonatas, two concertos, several short pieces with organ accompaniment, and of
course, that locus classicus of cello writing, “The Swan” from Carnival of the
Animals. In keeping with this composer’s reputation for upholding the traditional
Gallic qualities of balance and proportion, his Cello Concerto No. 1 overcomes the
age-old problem of how to keep the low-pitched, darkly sonorous sound of the
cello audible against the strength of a full orchestra behind it. So successful was
Saint-Saéns in this regard that there is scarcely a passage in the entire concerto
where the soloist cannot easily be heard. Furthermore, the concerto is highly grati-
fying for cellists. It is idiomatically written, exploits the full range of the instrument
(more than five octaves), and provides passages of both soaring lyricism and exu-
berant virtuosity. Its large number of stirring, memorable themes also helps keep it
in the forefront of the cellist’s solo repertory.

The concerto’s form also calls for comment. Its three movements are continu-
ously linked in a manner similar to what Mendelssohn had done in his Violin
Concerto, but Saint-Saéns went further in organically unifying the entire concerto
by bringing back the opening theme (the dramatic downward swoop played in the
opening bars by the soloist) at important structural junctures, and by delaying the
recapitulation of the first movement until the end of the concerto. The soloist ini-
tially presents all the thematic material of the concerto with the notable exception
of the galant, minuet-like theme that introduces the gentle central movement,
played first by muted strings of the orchestra, as if in the distance.

The concerto opens with a “shout” from the full orchestra (much like
Schumann’s Piano Concerto, also in A minor). The soloist jumps in immediately
with the dramatic theme that will figure so prominently throughout the movement
and beyond. After this runs its course the cello introduces a quiet second theme in
F major, but Saint-Saéns obviously has little interest in working with it. The down-
ward swooping triplets of the cellist’s opening bass almost immediately return in
fragments, and the entire development section is devoted exclusively to this materi-
al as well. The recapitulation, such as it is, consists merely of another presentation
of the quiet second theme in the cello. Most unusually, it remains in F major, as
before; classical form would have prescribed a contrasting key from the earlier
appearance.

The first movement does not so much end as simply pause for a breath
before the second movement begins (the aforementioned minuet-like theme for
muted strings). The cello introduces contrasting material, but this is not shared with
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the orchestra. On the other hand, the cello has little to do with the orchestral minu-
et. The transition to the third movement brings back the concerto’s main thematic
material (the downward swoops), now shared between soloist and orchestra.

The final movement begins with a halting, sorrowful theme in the cello, one
of intense lyricism and surely the most beautiful of the entire concerto. Then fol-
lows the virtuosic fireworks display that constitutes a feature of so many romantic
concertos. This is interspersed with more lyrical ideas. After one final reminder of
the concerto’s recurring main theme, the music shifts from A minor to A major for a
happy ending.

Saint-Saéns completed the concerto in 1872 and heard it first performed on
January 19, 1873 (exactly 150 years ago) with the Paris Conservatory Orchestra
and soloist August Tolbecque (principal cellist of the orchestra), to whom it is dedi-
cated.

Liadov:
The Enchanted Lake, op. 62

Anatoly Liadov: Born in St. Petersburg, May 12, 1855; died in Polinovka, district of
Novgorod, August 28, 1914

The music of Anatoly Liadov rarely turns up on symphony concerts. Part of
the reason is his own fault. He has gone down in music history as one of the laziest
and most dilatory of composers, a character trait he presumably inherited from his
father. His teacher Rimsky-Korsakov noted that Anatoly’s father, himself a compos-
er as well as conductor of the Imperial Opera, possessed “brilliant gifts [which
were] stifled in continuous reveling and carousing. He frittered away his activity as
composer on mere nothings, composing dance music and pieces to order.” Liadov’s
output too consists mostly of short pieces, many of them for piano or voice and
piano, plus a handful of choral, chamber and orchestral miniatures. Liadov very
likely missed his biggest opportunity for world fame in his endless procrastination
to Sergei Diaghilev’s request for a ballet score for the Firebird, a commission that
ultimately made Stravinsky famous. Three brief but enchanting works, all based on
Russian folk tales, keep his name tenuously before the public today: Baba Yaga,
The Enchanted Lake, and Kikimora.

There is no specific program for The Enchanted Lake aside from the
composer’s descriptive subtitle, “a fairy-tale scene.” It is a mood picture in the man-
ner of French musical Impressionism, imbued with a sense of eerie stillness and
timelessness, and evocative of a mysterious world remote from any human habita-
tion — somewhere in the vast expanses of southern Siberia, perhaps, with water
nymphs playing in the depths of the dark waters. Liadov’s ideal, in his own words,
was “to find the unearthly in art. Art is a fairy tale, a phantom. Give me a fairy tale,
a dragon, a water sprite, a wood demon — give me something that is unreal, and I
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am happy.” The orchestration is delicate and subtle, with frequent inflections of
harp and celesta, the latter made popular just a few years earlier by Tchaikovsky in
his Nutcracker ballet. The premiere was given in St. Petersburg on February 21,
1909.

Stravinsky:
Petrushka (1947 version)

I The Shrove-tide Fair

I Petrushka

Il The Blackmoor

IV The Shrove-tide Fair and the Death of Petrushka

Igor Stravinsky: Born at Oranienbaum (an estate near St. Petersburg), Russia, June
17, 1882; died in New York City, April 6, 1971

In his memoirs, Stravinsky relates how, after the heady, colorful, fantastic
world of the Firebird, he wished to “refresh” himself with “a sort of Konzertsttick”
for piano and orchestra. “In composing the music, I had in mind a distinct picture
of a puppet, suddenly endowed with life, exasperating the patience of the orchestra
with diabolical cascades of arpeggi. At first unsure of what to call the music,
Stravinsky one day “leapt for joy” when he suddenly conceived the idea of calling
it “Petrushka — the immortal and unhappy hero of every fair in all countries.” The
impresario Diaghilev immediately perceived balletic possibilities in it, and persuad-
ed Stravinsky to alter the course of the work and turn it into a full-length ballet
instead of just a short concert piece for solo piano and orchestra. The result was a
35-minute score for large orchestra, which was first performed in Paris’ Théatre du
Chatelet on June 13, 1911.

The neatly symmetrical, four-part scenario calls for two outer scenes set in
Admiralty Square, St. Petersburg, at Shrovetide (the three days before Ash
Wednesday in the Christian liturgical calendar), 1830; and two inner scenes, each
in a different private room.

SCENE I: The Shrove-tide Fair — We are immediately plunged into the hustle
and bustle of a carnival scene with all its attendant noise, confusion, high spirits,
dances, magicians, vendors, side shows, and attractions of all sorts — a veritable
riot of sound and color. A procession of drunken revelers approaches; an organ
grinder plays a popular Russian folksong; a man with a music box arrives with
another tune (flutes and clarinet), all of them competing for the crowd’s attention.
Suddenly, the Magician steps out from behind the curtains of a little theater to
present three puppets: Petrushka, the Ballerina, and the Moor. After charming the
audience with his flute playing, he does some hocus-pocus and breathes life into
his three puppets, who execute the brilliant Russian Dance.
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SCENE II: Petrushka — Petrushka suffers from an inferiority complex and tries
to console himself by falling in love with the Ballerina. The music follows
Petrushka’s every shift of emotional response to his surroundings: his terrified shriek
as he is thrust through the door, his tearful sobs and whimpers (clarinets, bassoon),
his frantic racing about the room (piano) and screams of rage at his cruel master
(full orchestra, with piercing “screams” from the trumpets).

SCENE Ill: The Blackmoor — The scene is rife with menace and danger. The
Moor is, as the score tells us, “clad in a magnificent costume, lying on a divan,
playing with a coconut.” The Ballerina enters, and is romantically attracted to this
brutish, stupid, but handsome and obviously prosperous Moor. She tries to impress
him with a dance, which gives the orchestra’s solo trumpet player as many pirou-
ettes and jetés to perform as she has. She next dances a waltz, both of whose
genial tunes Stravinsky borrowed from Joseph Lanner (1801-43), one of the found-
ers of the Viennese dance music craze. Petrushka creeps in, furiously jealous (soft
trumpet fanfares), hoping to “rescue” the Ballerina from the Moor, but he is uncere-
moniously tossed out.

SCENE IV: The Shrove-tide Fair and the Death of Petrushka — We are back
where we started, amidst the noisy, swirling crowds at the carnival. It is now eve-
ning. Everyone is singing, dancing, drinking, making merry. Stravinsky takes us from
one group of revelers and entertainers to another, nearly all of whom are portrayed
in Russian folksongs and dances. Petrushka suddenly rushes out from the little the-
ater, pursued by the Moor, who eventually catches up to him and destroys him
with one sweep of his scimitar. The Magician demonstrates to the astonished
crowd that it is nothing more than straw and sawdust. But as the Magician begins
to drag off his lifeless doll, he glances up at the roof of the theater to see
Petrushka’s immortal spirit mocking him.

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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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra, Music
Director of Brussels Philharmonic, and Artistic Director of Opera of New National Theatre,
Tokyo. Ono was formerly General Music Director of Badisches Staatstheater Karlsruhe, Music
Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica Arturo Toscanini,
Principal Conductor of Opéra National de Lyon, and Music Director of Barcelona Symphony.
He released a CD with TMSO “Mahler: Symphony No 1 Titan” (Altus) in December 2022.
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S5 @ BT Kyohel TOMIHIRA, Chorus Master
Jvg— I\719 @ KIBESL Tatsuya YABE, Concertmaster
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Mahler: Symphony No.2 in C minor, “Auferstehung”

[ Allegro maestoso; Mit durchaus ernstem und feierlichem Ausdruck
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IV Urlicht: Sehr feierlich, aber schlicht
[F] EDHTHREIC, UhUFRFNC

V Im Tempo des Scherzo; Wild herausfahrend - Allegro energico - Langsam. Misterioso.
AT I DT VIRT, TRLU<IBHT~7L70 - TRIVY—0~po<E, RIS

ARNEICHRBRTEVE R A

T | NEMEEANRREZERT
%I RRE. RRBBERER
@E B‘(f BT S b =R R E B =

=MEEEEEHEESE)  (3/15)
K I ﬁiﬁﬂiﬁlf)\ BAEM LR

BRI G FEDRB TY .

3/15 A Series & 3/16 Special



3/15 A Series 3/16 Special

KEREHEKRZ, BRERIET . FERIGA RSTHERZE T, 2008FREOA 1)L+
FRIICFE 21— 2010~ 165F. NATIVVEIFEISY U NS UTEREN, -
NETICOV YR FYaF)-FRS, XYYV RAY AR5 FILY T IV I ML
BB ECBE, 201 5SFERIMERNERAREBMABREZRE, 2016F0 1 —
EIFEGICTE 12— KIREEARFRELKE. RREERFIFHLEIHEA,

Eri Nakamura is an alumna of Osaka College of Music and Opera Studio at New National
Theatre, Tokyo. She made her debut at Royal Opera House, Covent Garden in 2008. Between
2010-2016, Nakamura was a member of ensemble at Bayerische Staatsoper. She has

appeared at opera houses such as Washington National Opera, Deutsche Oper Berlin, and
Salzburger Landestheater. She made her debut at Wiener Staatsoper in 2016.
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Mihoko Fujimura is one of the most sought after singers performing internationally. She was
the first Japanese singer who debuted at Bayreuth Festival singing a major role. She had
returned to the festival for nine consecutive years. Since then, Fujimura has appeared opera
houses including Wiener Staatsoper. She also has performed with conductors such as
Abbado and Mehta, and orchestras including Wiener Philharmoniker and Berliner
Philharmoniker.
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New National Theatre Chorus chorus
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New National Theatre, Tokyo, opened in October 1997 as the only national theatre for the
modern performing arts of opera, ballet, contemporary dance, and play. Meanwhile, New
National Theatre Chorus started its career and has played a central role in many opera perfor-
mances all through the seasons. Their ensemble ability and rich voices have achieved acclaim

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

Kyohei TOMIHIRA

Chorus Master
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Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orchestras
such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Philharmonic, and Tokyo Sym-
phony. He also serves as Associate Conductor and Chorus Master in opera performances of

New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation and The Fujiwara Opera. He is
a Chorus Master of New National Theatre, Tokyo.
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Program notes by Robert Markow

Mahler:
Symphony No. 2 in C minor “Resurrection”

I Allegro maestoso. With complete gravity and solemnity of expression

II Andante moderato. Very easygoing. Not to be hurried at any point.

Il In quietly flowing motion

IV Urlicht (Primeval Light). Very solemn but simple, like a hymn

V In the tempo of the scherzo; Bursting out wildly - Slow - Allegro energico - Slow
- Very slow and expansive - Slow; Misterioso - Pesante

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

“A symphony should be like the world; it must embrace everything,” declared
Gustav Mahler. In no symphony is this belief more clearly manifest than in his
Second, a work dealing with nothing less than the questions of life, death, and res-
urrection portrayed in often terrifying, apocalyptic visions. At nearly an hour and a
half in length, it requires a large chorus, vocal soloists, backstage ensembles, organ,
and the largest orchestra ever required for a single composition up to that time.

Mahler commenced work on this huge musical fresco in 1888, shortly after
completing his First Symphony. At the time, he had no idea where things were
headed. He began by writing a twenty-minute movement in C minor that he initial-
ly labeled Symphony No. 2 - Ist movement, but later changed to Totenfeier
(Funeral Rite for the Dead), which would suggest that he intended it to stand alone
as a symphonic poem.

Mahler began a second movement (Andante) soon after writing Totenfeier,
then put it aside for nearly five years. In 1893 he orchestrated a song he had writ-
ten and revised it into what became the symphony’s third movement. Also that
year he set the poem “Urlicht” (Primeval Light), for contralto and orchestra. Both
texts came from the anthology of German folk poetry known as Des Knaben
Wunderhorn (The Youth’s Magic Horn), edited by Achim von Arnim and Clemens
Brentano, and published in 1806-08. The pieces were falling into place for an
emerging symphonic colossus. But Mahler still had no idea how to bring these inde-
pendent elements together into one coherent, unified structure. The solution came
to him during a memorial service in March 1894 for the conductor Hans von
Biilow. “The mood in which I sat there and thought about the departed, he later
wrote, “was exactly that of the work that occupied me constantly at that time.
Then the choir, next to the organ, intoned Klopstock’s Resurrection chorale. It hit
me like a flash of lightning ...”

From that point, work on the symphony’s final installment surged forward,
and it was completed by the summer of that year. The first performance took place
in Berlin on December 13, 1895 with Mahler conducting the Berlin Philharmonic
(the first three movements alone had been given on March 4). Interestingly enough,
for all its obvious symbolism, Mahler himself never approved of the subtitle by
which it is known today.

Anguish, distress and spiritual turmoil mark the symphony’s opening pages
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and color most of the remainder of the movement as well. The general tone is that
of a funeral march, rooted in C minor. Relief is provided by a softly rising, radiant
theme. Listeners will have no difficulty in identifying the point of recapitulation,
which follows a merciless hammering by the entire orchestra on a series of excruci-
ating dissonances, capped by one of the loudest climaxes in the entire symphony.

Mabhler described the second movement as a “nostalgic dream.” Its relaxed,
genial character is momentarily broken at times, most noticeably during the second
appearance of the contrasting “B” episode (characterized by triplet figuration) in
the movement’s ABABA structure.

The scherzo is music of parody and sardonic humor. It is derived from the
Wunderhorn song about the preaching of St. Anthony to the fishes. Like so many
humans, they listen politely to his sermon about the emptiness of their lives, then
swim away and go on behaving exactly as before. The twisting, curling melodic
lines are punctuated by shouts, screams, laughs and chortles, as well as by exuber-
ant fanfares. A featured instrument in this movement is the Rute, a birch brush
struck against wood. The climax arrives with little warning, a moment Mahler
called a “cry of despair of the tortured soul.” The end comes with equal abruptness,
a plunge into the abyss.

Into the dark night of the soul steals a ray of hope, borne upon an entirely
new sound, that of a female voice solemnly intoning the Wunderhorn song
“Urlicht.” Those first words constitute one of the symphony’s most magical
moments, all the more impressive for conveying so much with so little. The sublime
profundity of the setting is maintained to the end, which dies away into silence.

Without pause, the final movement bursts forth with the force of a seismic
upheaval. The visceral impact of this event, particularly in its striking contrast with
the quiet serenity of the “Urlicht,” is truly frightening. When the din subsides, dis-
tant fanfares and wraithlike responses are heard, music Mahler called the “voice
crying in the wilderness.”

Absorbed into the huge span of this movement — part opera, part cantata,
part symphony — are solemn chorales, macabre marches, overwhelming climaxes,
screeching dissonances, and finally, words of comfort. Following the “Great Call,” —
a passage of haunting, even terrifying loneliness (performed entirely by an offstage
ensemble except for the flute and piccolo, which to Mahler depicts here the flutter-
ing “Bird of Death” ) — the chorus begins the Klopstock poem of resurrection.
Nearly inaudible at first, as if awestruck by the magnitude of its message, the voic-
es slowly gather strength. Solo soprano and contralto add their words of hope and
affirmation. Colors brighten. Rhythmic momentum increases. Onward and upward
soar the voices, the orchestra, and the spirits, culminating in a great song of faith
that shakes the foundations and raises the rafters.

As the final, exultant sounds of thundering drums, pealing bells, heavenly
brass and the entire orchestral apparatus enriched by organ bring the Resurrection
Symphony to a close, we might ponder these words by the Mahler scholar Deryck
Cooke: “The Resurrection Symphony raises us, not into another world, but onto
the plane of spiritual conflict and achievement where life alone has value and sig-
nificance.”

For a profile of Robert Markow, see page 16.
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£E @ j(@%ﬂ]j: Kazushi ONO, Conductor
€7/ @ I =T T5/\/NTE Jean-Eflam BAVOUZET, Piano
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Bartok: Dance Suite, Sz.77

[ Moderato I Allegromolto I Allegro vivace
V. Molto tranquillo V. Comodo (V) Finale: Allegro
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Bartok: Piano Concerto No.1, Sz.83
[ Allegro moderato I Andante I Allegro molto
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Ravel: Le Tombeau de Couperin
[ Prélude T Forlane I Menuet I Rigaudon

FE2vY— &R CB) — 3 DORENAT VT @39
Debussy: La mer - Trois esquisses symphoniques
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Award-winning pianist Jean-Efflam Bavouzet enjoys a prolific recording and international concert
career. He regularly works with orchestras such as Cleveland Orchestra, San Francisco Sym-
phony, and BBC Symphony. In recital, Bavouzet commences his Debussy focused residency at
Wigmore Hall including solo recitals and chamber concerts with Danel Quartet and Dmitri Shish-
kin and he performs at the Nights of Sviatoslav Richter Festival in Pushkin State Museum of Fine
Arts in Moscow. He also returns to Festival International de Piano La Roque-d’Anthéron, Verbier
and LSO St. Luke’s in London for BBC Radio 3 amongst others. Bavouzet records exclusively for
Chandos including many cycles of Beethoven and Haydn Piano Sonatas, and also Mozart and
Beethoven Piano Concertos.
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Program notes by Robert Markow

Bartok:
Dance Suite, Sz.77

I Moderato - Ritornello (Tranquillo)

I Allegro molto - Ritornello (Tranquillo)
I Allegro vivace

IV Molto tranquillo - Ritornello (Lento)
V Comodo - Finale (Allegro)

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

Barték wrote his Dance Suite in 1923 on commission from the city of
Budapest, which was celebrating its Golden Jubilee that year. (The twin cities of
Buda and Pest, facing each other across the Danube, were united in 1873.)
Hungary’s three foremost composers were asked to write a work for the commemo-
rative concert held on November 19. Ernd von Dohndnyi’s Solemn Overture
opened the concert and Zoltdn Koddly contributed a magnificent choral work,
Psalmus Hungaricus. But it was Barték’s Dance Suite, performed by the Budapest
Philharmonic and conducted by Dohnényi, that made the strongest impression on
the audience. It was also the work, more so than any other, that went on to spread
Barték’s name abroad.

The twenty-minute suite is laid out in rondo form: six contrasting sections,
played without breaks between (with one exception), are linked by a ritornello
(recurring theme). Although the music is pervaded with the aura and tang of
“authentic” folk idioms, there is not one theme in the work that Barték did not com-
pose himself. The rhythms are complex, intriguing and often of irregular patterns.
Alien and strange some of the sounds may be to our ears, yet the Dance Suite is
immediately accessible music, full of vigorous rhythms, attractive melodies and col-
orful orchestration. Scales are borrowed from various sources alien to “western”
ears, as are some of the harmonic patterns.

Bartok himself noted that the first dance, and to some extent the fourth as
well, have an Arabic character; the second dance and the ritornello theme are
Hungarian; No. 3 combines the influence of Hungarian, Rumanian and Arabic
music; and the theme of the fifth dance is “so primitive that one can speak only of
a primitive peasant character, and any classification according to nationality must
be abandoned.” The five dances are followed by a Finale which recapitulates the
material of the preceding dances.
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Bartok:
Piano Concerto No. 1, Sz.83

I Allegro moderato
I Andante
I Allegro molto

The First of Bartok’s three piano concertos is by far the least-often heard (the
TMSO play it for the first time). Why this should be so is strange, as it is music of
compelling resolve, offering a fascinating array of colors, patterns, and gestures
from soloist and orchestra alike, as well as a study in the involved interaction
between piano and the orchestra’s percussion section. The piano is treated every
bit as a (another) percussion instrument, with innumerable passages of repeated
notes (not a quality one associates with lyricism; one might even call it anti-lyrical),
with tone clusters, hammering effects, and rhythmic urgency in abundance. Rhythm
is the driving force behind this concerto, not melody. (Lest listeners immediately
condemn this approach to composition as unmusical, they are reminded that this is
the very same driving force behind the first movement of Beethoven’s Fifth.)
Melody, what there is of it here, often consists of little more than tiny gestures
drawn from Hungarian folk music. But this was sufficient for Bartdk; “the simpler
the melody,” he claimed, “the more unusual may be its accompanying harmony.”

Some musical analysts find traditional sonata form in the first movement.
Most listeners, on the other hand, will probably perceive the music as a kaleido-
scopic treatment of four bits and scraps of material that Barték puts through a con-
tinuous process of fracturing, permutation, combination, and arrangement. These
bits and pieces etch themselves quickly into the memory: (1) the pounding on a sin-
gle note (timpani in the opening bars); (2) a syncopated, three-note motif built
around a focal pitch (fortissimo horns in bar 13); (3) the quick, three-note rhythmic
pattern of short-short-long (essentially little more than a musical molecule); and (4)
processions up and down a scale in either parallel or contrary motion, sometimes in
deliberate, march-like style, sometimes with machine-gun power.

Strings are silent in the second movement. Much of the conversation is
between piano and percussion. The ever-present, almost obsessive repetition of
three-notes echoing throughout the various drums, piano, and other percussion
provides the sensation of a leaky faucet ( “drip-drip-drip” ) against which other
ideas unfold. Notable among these is the central episode in which eight-part
polyphony develops from a line in the solo clarinet.

The finale arrives without pause, bursting onto the scene with ferocious ener-
gy. Virtuosic flourishes abound. Ideas from the first movement return in close inter-
action between soloist and orchestra. Merciless pounding, hammering, high-wire
acts, and rollercoaster rides provide non-stop thrills right to the final bar.

The composer himself was soloist in the world premiere (Bartdk was a superb
pianist), which took place in Frankfurt on July 1, 1927, with Wilhelm Furtwangler
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conducting. This was also the concerto Bartdk had intended to use for his
American debut, scheduled for performances later that year with the New York
Philharmonic, but insufficient rehearsal time had been allotted for this murderously
difficult work so the composer’s Rhapsody Op. 1 was played instead.

Ravel:
Le Tombeau de Couperin

I Prélude
I Forlane
Il Menuet
IV Rigaudon

Maurice Ravel: Born in Ciboure, Pyrénées-Atlantiques, March 7, 1875; died in Paris,
December 28, 1937

Like many orchestral works of Maurice Ravel, Le Tombeau de Couperin
began life as a piano composition. He conceived the work as a suite of six pieces,
and its association with World War I can be confirmed by the dedications: each
piece is individually dedicated to one of the composer’s comrades who fell in bat-
tle. Thus, even though the music seems pleasant enough, placidly objective and
colored in pastels, these qualities really only mask the painful emotions and mood
of lamentation that possessed Ravel while writing this music. “Tombeau” is the
French word for tomb or grave. By extension, a musical tombeau is a memorial
piece or elegy. The first performance of the piano score was given on April 11,
1919 by Marguerite Long. Ravel subsequently arranged four of the six movements
for chamber orchestra, in which form it was first heard at a Pasdeloup Concert in
Paris on February 28, 1920.

In seeking to evoke the courtly elegance and restraint of eighteenth-century
French music (the Couperin of Ravel’s title refers to a whole dynasty of musicians,
and to Frangois in particular), Ravel wrote in a style emphasizing the traditional
French virtues of grace, clarity and economy of means. The composer’s biographer
Roland-Manuel has written: “Its wonderful orchestration --- produces an effect that
is virtually Mozartian. Strict necessity governs every move; with extreme economy
and simplicity Ravel obtains translucence and variety of color throughout the
whole work.”

The Prelude, with its rapid, continuous sixteenth notes, recalls the Baroque
keyboard style. The Forlane is an ancient dance resembling the French Baroque jig,
though its ultimate origin goes back to the Italian gondoliers. It presents a mood of
gentle sadness and poignant melancholy in its lilting step. For its highly polished
manner and suave delicacy many listeners consider it to be the finest movement of
the suite. Classic French restraint and understatement characterize the elegant
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Menuet, an aristocratic dance in moderate triple meter. The brilliant Rigaudon is
also a dance form, this one in fast duple meter, thought to be of Provencal origin.

Debussy:
La Mer - Trois esquisses symphoniques

I De I’aube a midi sur la mer (From dawn to noon on the sea)
II Jeux de vagues (Play of the waves)
Il Dialogue du vent et de la mer (Dialogue of the wind and the sea)

Claude Debussy: Born in Saint Germain-en-Laye, August 22, 1862; died in Paris,
March 25, 1918

The sea has exerted an irresistible attraction on man’s mind and has been a
stimulus to his creative instincts since the dawn of the human race itself. This fasci-
nation with the sea has impelled almost countless composers and songwriters to
evoke it in their music. Debussy’s La Mer may be the best known work of this title,
but there are La Mers also by the Belgian Paul Gilson (symphonic poem), the
American Charles Griffes (two different songs with this title), and the contemporary
Ukrainian Leonid Hrabovsky (for narrator, chorus, large orchestra, organ, electric
guitar and four percussion groups). There are “Ocean” symphonies or “Sea” sym-
phonies by Vaughan Williams, Gdsta Nystréom, Sheng Li-hong, Jacques Ibert, Gian
Francesco Malipiero, Hakon Borrensen and Anton Rubinstein. And there are other
works from the four corners of the earth about the seven seas: from England (Frank
Bridge’s symphonic suite) to Australia (Barry Conyngham’s ballet movement) and
from Canada (Jean Piché’s electronic La Mer a l'aube) to Russia (Glazunov’s
orchestral fantasy).

Few works so richly and evocatively portray the sea as Debussy’s contribu-
tion to this repertory. Oddly enough, though, the composition was not written any-
where near the sea, but rather in various inland locations, including the Burgundian
mountains and Paris. “You may not know that I was destined for a sailor's life,”
Debussy wrote to his friend André Messager, “and that it was only quite by chance
that fate led me in another direction. But I have always retained a passionate love
for the sea. You will say that the ocean does not exactly wash the Burgundian hill-
sides, and my seascapes might be studio landscapes; but I have an endless store of
memories, and to my mind they are worth more than reality, whose beauty often
deadens thought.” Thus did Debussy define the imaginative quality of his musical
Impressionism.

In La Mer, Debussy portrays the sea in its various moods, but does not
attempt explicit images in sound; rather, through sonorities he seeks to stir the
memories, emotions and imagination, permitting each listener a personal percep-
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tion of the sea. The first performance took place on October 15, 1905 at the
Concerts Lamoureux in Paris, Camille Chevillard conducting. Hokusai’s famous
woodblock print, The Great Wave off Kanagawa, served as the cover for the first
edition of the score.

The first part, “From dawn to noon on the sea,” begins very quietly, with
slow, mysterious murmuring. Through sonority itself, Debussy evokes the sensation
of peering into the very depths of the dark, mysterious sea. As the sea awakens, the
orchestral colors brighten and motion quickens. The music swings into a rocking
6/8 meter, and we hear a leisurely call from the muted horns. A mosaic of melodic
fragments fills the music in constantly changing sonorities. One of these is heard in
the divisi cellos, and is developed into an impressive climax. After subsiding, a new
melodic idea, a noble chorale-like passage, appears and slowly grows to paint a
majestic picture of the sea under the blazing noonday sun.

“Play of the waves” is full of sparkle and animation. Like the first sea picture,
melodic fragments are developed in an ever-changing mosaic of orchestral hues.
The range and delicacy of Debussy’s scoring fascinate at every turn; even the mere
“ping” of the triangle has evocative power. Debussy’s biographer Oscar Thompson
describes this music as “a world of sheer fantasy, of strange visions and eerie voic-
es, a mirage of sight and equally a mirage of sound. On the sea’s vast stage is pre-
sented trance-like phantasmagoria so evanescent and fugitive that it leaves behind
only the vagueness of a dream.”

The final seascape, “Dialogue of the wind and the sea,” opens restless, gray,
and stormy, the music suggesting the mighty surging and swelling of the water.
Melodic fragments from the first movement return. The activity subsides, and out of
the mists comes a haunting, distant call, like that of the sirens, perhaps, high in the
woodwinds. The music again gathers energy. Finally we hear once more the gran-
diose chorale motif from the first sea picture, and La Mer ends in a great spray of
sea water surging through the orchestra to spectacular effect.

For a profile of Robert Markow, see page 16.
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AT 4w - IN—bhF—FfE U JNF U IAVIFIRRERZRILA - TSVF TR
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NEEIO)DOCDZEHETE (ZIL T 7 /UTE) . dHRERROERZREISDE[DH
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The 2021/22 season features engagements with top level orchestras including residencies
with Berliner Philharmoniker and City of Birmingham Symphony, a tour with Budapest Festival
Orchestra, appearances with Toronto Symphony, Finnish Radio Symphony, Manchester
Camerata, and her continued residency as Artistic Partner with Camerata Bern.
Kopatchinskaja continues to showcase living composers such as Luca Francesconi, Gyorgy
Kurtag, Marton Illés, and Kurt Schwitters. Recent CD releases include Les Plaisirs Illuminés with
Sol Gabetta and Camerata Bern. Kopatchinskaja’s project with Il Giardino Armonico, What’s
Next Vivaldi? received an Opus Klassik award in autumn 2021. In 2018 she won a Grammy
for Death and the Maiden with Saint Paul Chamber Orchestra.
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Ritsuyu-kai consists of 4 mixed chorus, 6 female chorus, and 2 male chorus directed by Fumiaki
Kuriyama. In addition to each chorus’ concerts and recordings, Ritsuyu-kai holds big concerts

and gives performances with Japanese orchestras. The chorus has appeared with TMSO at
concerts including Carmina Burana, Missa solemnis, and Daphnis et Chloé.

Fumiaki KURIYAMA

Chorus Master
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S, GIEAEH [E%4] OEMEREUT [Tokyo Cantat] @ EDTBEICHED D, HE
FEERFHELE. BREZMULEY Y — [TV D] WhHEMBIS =S,
Fumiaki Kuriyama was born in Shimane. He graduated from Shimane University. Kuriyama is
Music Director and Conductor of Ritsuyu-kai, Artistic Advisor of Ongaku-ju, Special Professor

of Musashino Academia Musicae, and Artistic Director of Shimane Arts Center “Grand Toit”
Iwami Art Theater.
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Program notes by Robert Markow

| Gyorgy Liget

Born in Dicsdszentmadrton, Transylvania (formerly in Hungary, now Tarndveni,
Romania), May 28, 1923; died in Vienna, June 12, 2006

Gyorgy Ligeti, whose centenary we celebrate this year, followed in the line of
distinguished twentieth-century Hungarian composers that runs from Barték and
Koddly through Sandor Veress and Miklés Rozsa. When Ligeti died seventeen years
ago at the age of 83, he was internationally recognized as one of the leading com-
posers of his generation. Right up until his death he remained active, teaching at
the Hochschule fur Musik in Hamburg and composing. Norman Ryan assessed his
contribution to contemporary music as follows: “[He] was an adventurer in form
and expression and a great visionary.”

Since the early 1960s, Ligeti (pronounced LIG-ih-tee) had been on the cutting
edge of experimental music as one of the leaders in the emancipation of sound
effects, timbres and textures from their traditionally subordinate roles, giving them
a raison d’étre of their own. Many of us became aware of his music through
Stanley Kubrick’s 1968 film 2001: A Space Odyssey, in which the instrumental
sonoric tapestries of Atmospheéres (1961), the Requiem for voices and orchestra
(1965), and the choral Lux aeterna (1966) were used as fitting backdrops for deso-
late moonscapes. Fourteen years later, Kubrick used Ligeti’s Lontano to help create
the eerie, spooky atmosphere in The Shining.

Ligeti (arr.by Abrahamsen):

Etude pour piano, Arc-en-ciel [yapan Premiere]
(Andante con eleganza, with swing)

I Allegro
II Romance
I Rondo: Allegro assai

Ligeti’s eighteen piano etudes, divided into three books, occupied the com-
poser from the mid 1980s to the first years of the present century. The first six were
published in Germany in 1985 by Schott and quickly assumed a secure place in the
repertory of late twentieth-century piano music. Another measure of the success of
the first book of etudes is their having won the $150,000 1986 Grawemeyer Award
from the University of Louisville, Kentucky, one of the most prestigious and lucra-
tive prizes in classical music. In these pieces — more exercises in composition than
in keyboard dexterity — Ligeti explores the compositional processes of highly com-
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plex polyrhythms.

The title for the fifth Etude of Book I might be interpreted as a reflection of
the multi-textured writing, always at least four layers, and sometimes up to eight all
blurring one into another much as do the colors of a rainbow. In 2012, the Danish
composer Hans Abrahamsen (b. 1952) transcribed this etude for an ensemble (or
orchestra) that includes celesta, xylophone, vibraphone, glockenspiel, harp, and
tubular bells — all instruments that produce sparkling, glistening sounds. These, in
conjunction with the remaining instrumental colors (woodwinds, brass, strings),
give new perspective to the original piano score, which by nature is monochromat-
ic. Reinbert de Leeuw conducted the first performance of Abrahamsen’s orchestra-
tion on April 27, 2012 in Witten, Germany. The score is dedicated “to the memory
of Gyorgy Ligeti in the greatest admiration.”

Ligeti:
Violin Concerto

I Praeludium: Vivacissimo luminoso - [attaca]

II Aria, Hoquetus, Choral: Andante con moto - [attaca]
Il Intermezzo: Presto fluido

IV Passacaglia: Lento intenso

V Appassionato: Agitato molto

Ligeti’s Violin Concerto went through several metamorphoses before arriving
at its final form. It began as a three-movement work that was premiered in Cologne
on November 3, 1990. Two years later, Ligeti replaced the first movement and
added two new ones. This 28-minute, five-movement version was premiered on
October 8, 1992, also in Cologne. The final version, with reorchestrated third and
fourth movements, was first performed on June 9, 1993 with Pierre Boulez conduct-
ing the Ensemble InterContemporain. In all three cases, the soloist was concertmas-
ter of the Cologne Radio Symphony Orchestra, Saschko Gawriloff, to whom the
concerto is dedicated. The overall layout of the five movements is an arch form
consisting of fast-slow-fast-slow-fast. The first three movements are played without
pause.

The concerto incorporates a number of unconventional elements. The string
section consists of a mere handful of players (five violins, three violas, two cellos,
one double bass); of these, one of the violins and one of the violas are tuned differ-
ently from the others (a technique called scordatura). The horns are instructed to
play without valves, resulting in some pitches that sound out of tune. In addition to
an usually large percussion section the score requires a pair of slide whistles and a
quartet of ocarinas. The ocarina is a wind instrument of great antiquity, usually
made of clay and having four to twelve finger holes. In shape it might be compared
to a fat, compressed flute with an extended mouthpiece.
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The first movement consists of a single arch that begins in near silence, rises
to a great climax, then recedes into the silence from which it began. There are no
themes, as such; instead, we hear a progression of arpeggios, trills, and other
effects, all woven into what Ligeti called “a glassy, shimmering character, an
expression of fragility and danger.”

The second movement follows without pause. It too is an arch form, begin-
ning and ending with the unaccompanied solo violin playing a slow, quiet melodic
line. In between come passages involving the slide whistles and ocarinas, against
which the soloist strums four-part chords like a guitar.

The brief third movement begins (again without pause) with the solo violin
singing a sweetly yearning melody in the upper range against a high drone from
the woodwinds and a fine mist of filigree from the string section. Eventually a horn
enters into dialogue with the solo violin, the texture grows ever denser, and the
movement “crashes” fortississississisimo (ffffff).

For much of the fourth movement the solo violin assumes an accompaniment
role. Clarinets, later joined by other wind instruments, begin a long, slow ascent
through the range, a note at a time. Eventually the solo violin enters into dialogue
with the rest of the ensemble. Flashes of extreme intensity, blinding colors, and
explosive outbursts become increasingly frequent. Like the previous movement, this
one ends abruptly.

For a finale, Ligeti incorporates elements of the previous four movements into
a kaleidoscopic montage, concluding with a cadenza lasting several minutes. Ligeti
invites each soloist to create his or her own, an event that essentially brings this
extraordinary concerto of color fields, shimmering textures, microtonal polyphony,
and startling juxtapositions to its conclusion.

Bartok:
The Miraculous Mandarin, op.19 Sz.73

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

Macabre, gruesome, lurid, grotesque, devastating, and sensuous are just some
of the terms often used to describe Bartok’s ballet score The Miraculous Mandarin.
All are appropriate, yet none of them does full justice to the qualities of this
uniquely bizarre work. The scenario Bartok used for his ballet was written by
Menyhért (Melchior) Lengyel and published in a literary magazine in 1917. It
involves muggers, a pimp, a prostitute, a love-starved young man, an old roué, and
a supernatural creature (the mandarin) all mixed up in robbery, murder and almost
uncounted acts of violence. One wonders why, in our sensation-ridden times, The
Miraculous Mandarin is not staged more often.

Barték began work on his third and final stage work (following Bluebeard’s
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Castle and The Wooden Prince) in August of 1917, and completed the first version
in May of 1919. The score then underwent extensive revisions in 1924, with the
final orchestration completed in November of that year. But no stage performance
was yet in sight, though attempts had been made in Berlin in 1921 and every year
in Budapest between 1922 and 1926.The first performance of any kind was a radio
broadcast on April 8, 1926, on which Bartok and Gyoérgy Kosa played part of the
score in the composer’s original version for two pianos. Not until November 27 of
that year was the Mandarin finally produced on stage, and then not in Bartok’s
native Hungary but in Cologne, conducted by Jeno Szenkar. Predictably enough,
something of a scandal ensued in this conservative city, and Mayor Konrad
Adenauer personally took Bartok to task. Further performances were banned. A
watered-down and vastly altered version was prepared for Budapest, but when
Bartok saw the travesty he protested so strongly that the production was cancelled.
The Miraculous Mandarin was never given in Hungary in Barték’s lifeline.

In January, 1927, Barték prepared a suite from the thirty-minute score; this is
the music most often heard in the concert hall and on recordings. At this TMSO
concert, however, we are afforded a rare opportunity to experience the complete
score. In fact, many of the most fantastical and sensational moments, some of them
including wordless chorus, occur in the last third of the score, which is not in the
suite.

The prelude depicts the noisy, frenzied world of a modern metropolis. In a
shabby room on a back street, three tramps appear. They force a girl to entice men
into her room so they can be mugged and robbed. Three victims in turn are lured
in by the girl’s “Decoy Game” or “Song of Seduction,” played each time by the solo
clarinet. First to arrive is an old fellow who turns out to be penniless. This episode
is depicted by English horn and snarling trombones. Next comes a timid youth
(oboe), with whom the girl dances awkwardly (bassoon). He too has no money,
and is tossed out by the tramps. The third visitor is the Mandarin, whose approach
is signaled in the orchestra by a lurching, sinister, pseudo-oriental theme in the
brass. The orchestra explodes fortissimo in a thousand dazzling colors as the door
opens to reveal the strange, impressive, horrific figure standing motionless in the
doorway. The girl is terrified. The tramps watch from their hiding place.

Eventually the girl begins to dance, tremulously, to a halting waltz tune. The
Mandarin watches without passion. The orchestral textures and colors here are
among the most extraordinary ever conceived: glistening arabesques in the celesta
and piano, squeals from the woodwinds, cascades of harp glissandos, and the tin-
gling triangle.

The waltz resumes, building to a great climax. When the girl goes to embrace
the mandarin, hitherto showing no passion except for his burning eyes, he begins to
tremble in great excitement (wild glissandos in the horns and woodwinds). She tries
to escape his sudden feverish attraction to her, and the great chase scene begins to
a viciously articulated, erratic theme in the violas over a heavy, pounding accom-
paniment. The orchestral writing is of utmost virtuosity, rhythmic ferocity and tex-
tural complexity, sweeping the listener along in its inexorable drive and over-

3/27 B Series & 3/28 Special



whelming sonorities. This is not music for the timid!

To ever more macabre and fantastically scored music, the tramps try various
means of killing the Mandarin, none of which works: suffocation under the bed-
clothes, stabbing with a rusty sword, and hanging. As the Mandarin dangles from a
rope, we hear one of the most memorable episodes in a score crowded with memo-
rable episodes - the haunting, eerie sound of a wordless chorus. The Mandarin’s
body glows with a greenish-blue light. Each time the Mandarin has recovered from
his ordeal and has remained totally consumed with passion for the girl, incapable
of dying. Now, having finally embraced the girl, he is capable of dying. His wounds
only now start to bleed, and he collapses to ghastly shudders in the orchestra.

Ligeti:
Mysteries of the Macabre

On April 12, 1978, Ligeti’s only opera, Le Grand Macabre, was premiered by
the Swedish Royal Opera in Stockholm, conducted by Elgar Howarth. It has
become one of the most frequently produced operas of recent years (more than
thirty productions in half a dozen languages). Over the years, under the title of
Moysteries of the Macabre, Howarth made various arrangements of three arias sung
by the character Gepopo in Scene 3 for either coloratura soprano or solo trumpet
accompanied by chamber orchestra (reduced from an oversized orchestra that
included an enormous percussion department) or piano. Ligeti himself prepared a
version with full orchestra, which was premiered in Paris in 1994.

Gepopo’s role (coloratura soprano) in this madcap, Dada-esque opera is to
warn the citizens of the mythical kingdom of Brueghelland (inspired by the famous
Dutch painters) that a huge comet is headed for earth and will destroy all of man-
kind. However, she is so distraught, so hysterical, so paralyzed with fear that her
words are unintelligible to Prince Go-Go and his court, who are all content to con-
tinue with their lives of pleasure and comfort. Gepopo’s grotesque utterances and
vain attempts to be understood are mimicked by instruments in the orchestra. She
incorporates yells, screams, and phonetic explosions as well as whispers, which
orchestral musicians contribute as well. One critic called this nine-minute absurdist
show “the comic mad scene to end all comic mad scenes.”

For a profile of Robert Markow, see page 16.
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