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Kazushi ONO
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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. Since December 2022, he has released CDs with TMSO
on the Altus label; “Mahler: Symphony No 1 Titan” and “Berlioz: Symphonie fantastique” .
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Subscription Concert No.972 B Series ‘
Serie ‘ BRI —R—)L

20232481 3500 19:008m

Thu. 13 April 2023,19:00 at Suntory Hall

B B RRIAE

TI\/\SO Special Concert in Nagoya ‘
e BHISFMBSE IS —~i—)L

2023’&54% 1 5E| 16: OOF';E/,\

Sat. 15 April 2023,16:00 at Aichi Prefectural Art Theater Concert Hall

PNy /A

TMSO Special Concert in Osaka
SO | ZIRFANR—

|
2023&4%1 6EI(E) 14:0058#

Sun. 16 April 2023,14:00 at Festival Hall

B8 @ j(@%*l]jt Kazushi ONO, Conductor
JVY—hIY29— @ LUAKRE Tomoshige YAMAMOTO, Concertmaster

7_5_ EEE 7 % /—I_%_DLEIJ_J (80 29)
Mahler: Symphony No.7 in E minor

[ Langsam - Allegro risoluto, ma non troppo
E~7L70O-UV)b—b Y- /- bOviR
I Nachtmusik: Allegro moderato
wEh,/7LoJa - E75—6
I Scherzo: Schattenhaft
RTIWYF /FDEKIIC
IV Nachtmusik: Andante amoroso
w79V - FEO-Y (IBREHD)
V' Rondo - Finale: Allegro ordinario
OVR-JqF—L/ 7070 - FILT«FUF (BED)

ARBEICHRBERTTVNFE Ao

T 1 NEMEEARREZERE. 7T X7« /NUik—IL (4/16)

& R (4/13) . RRBYBEZER (4/13)

Y U—X378E | WeRBEGRRIEERY (4/13)

BH 1 05vyIRBERE (4/15) « REHMEEAREET «ILN\—EZ—XBXKH (4/15)
g BEIESUERE (4/16) . BHEFEL (4/16)

BRI EFEDRE T,
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Program notes by Robert Markow

Mahler:
Symphony No. 7 in E minor

I Langsam (Adagio) - Allegro risoluto, ma non troppo
II Nachtmusik: Allegro moderato

IT Scherzo: Schattenhaft

IV Nachtmusik: Andante amoroso

V Rondo-Finale: Allegro ordinario

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

For most music lovers, including Mahler aficionados, the Seventh is the last of
this composer’s ten symphonies to engage their interest and sympathy. Aside from
the Eighth, which requires monumental forces, it remains the least performed. Yet,
if the Seventh reveals its beauties and secrets more slowly than its companions, it is
no less fascinating, thrilling, and sublime a symphony than any other by Mahler. Its
very sound world makes it perhaps the most fantastical, even surrealistic, sympho-
ny Mahler ever wrote. Take the very opening, for instance, where we are immedi-
ately introduced to the haunting, powerful sound of an instrument Mahler used
nowhere else, that of the tenor horn (a tuba-shaped member of the horn family,
used mostly in band music). Mahler said this passage should sound like “a roar of
nature.” Or consider the bold, unaccompanied horn calls of the second movement,
each answered by its own echo from distant mountain slopes (or perhaps from the
inner recesses of the mind). Or in the same movement, about a minute after it
begins, that amazing scale that swoops five and a half octaves from the heights
into the depths of the orchestra. And then there is the exquisite use of mandolin
and guitar in the second Nachtmusik. Countless more examples abound of
Mabhler’s imaginative use of orchestral colors and effects.

The Seventh Symphony had a strange and protracted genesis. In the summer
of 1904, while in the course of working on the finale of his Sixth Symphony, Mahler
composed (or at least drafted) two additional movements, both of which he called
Nachtmustk (night music), with no clear idea as to how they would fit into a new
symphony. Nothing more happened until late the following summer, when he
wrote the remaining three movements in a great surge of creative energy. The men-
tal impasse plaguing him that summer was broken by a nocturnal event commenta-
tors love to recount: Frustrated by his inability to find inspiration at his usual sum-
mertime haunt in Maiernigg (in southern Austria), he visited the Lago di Misurina in
the high Alps. After a week of continuing frustration, Mahler began the voyage
back to Maiernigg. He later wrote to his wife Alma that as he was being rowed

4/13 B Series, 4/15 Nagoya & 4/16 Osaka

15



4/13 B Series 4/15 Nagoya 4/16 Osaka

across the lake from Krumpendorf to Maiernigg, “at the first stroke of the oars the
theme (or rather the rhythm and character) of the introduction to the first move-
ment came into my head - and in four weeks the first, third and fifth movements
were done.” Yet it took a further three years for Mahler to put the finishing touches
on the symphony. He led the first performance in Prague on September 19, 1908 as
part of the festivities surrounding the sixtieth year of the reign of Emperor Franz
Joseph.

Mabhler did not leave an official description of the “meaning” of the Seventh
Symphony, but he did discuss ideas with friends and colleagues. He told his Swiss
friend William Ritter that it consisted of “three night pieces; at the end, bright day;
as the basis of everything, the first movement.” The subtitle sometimes appended
to the symphony, “Song of the Night,” is apt, though it is not Mahler’s. The five
movements create an arch form with a scherzo at the center framed by the two
Nachtmusiken; this tripartite structure is in turn embraced by two massive pillars,
the second of which (the Rondo-Finale) brings the symphony full circle by recalling
at the end the thematic material from the opening pages.

The symphony opens with the first of its many marches, strolls or processions
— more than in any other Mahler symphony. With the arrival of the main body of
the movement (Allegro risoluto), the pace becomes measured and determined.
Unison horns proclaim the main theme, which will resound throughout the sonata-
form movement and return at the end of the symphony in glowing C major.
Tension and anxiety give way briefly for the arrival of the second subject, a yearn-

ing theme for the violins and horns in counterpoint. The vast scope of this move-
ment is such that when it finally crashes to a halt some 23 minutes after it began,
most listeners will feel they already have sustained more emotional struggle than is
contained within entire symphonies by most other composers.

The second movement is founded on a different sense of ambulation, this
time more of an unhurried, good-natured stroll. It is laid out in ABACABA form,
with the “A” s, as Anthony Newcomb puts it, “part march, part song.” One some-
times reads that Mahler intended to depict Rembrandt’s famous painting The Night
Watch, but such is not really the case. “What is certain is that it is a march, full of
fantastic chiaroscuro - hence the Rembrandt parallel,” noted the Dutch composer
Alphons Diepenbrock.

The third movement constitutes some of the most macabre, bizarre, frighten-
ing, and sinister music Mahler ever wrote. The score is marked schattenhaft, which
translates literally as “shadowy,” but “spectral” or “hallucinatory” would be more to
the point.

The fourth movement brings blessed relief from the nightmares of the third. If
the symphony as a whole can be regarded as a journey through the dark of night
into the bright of day, the second Nachtmusik takes place in the rosy glow of dawn.
The central episode is surely an unrestrained avowal of love, sung first by solo
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cello and horn — a searingly beautiful melody tinged with nostalgia.

Mabhler called the Rondo-Finale the happiest music he ever wrote. There is an
almost Bacchic exuberance to it, at times bordering on sheer frenzy. The mood is
introduced in the first bars, which consist of a thunderous tattoo for timpani ( “with
bravura,” says the score), wildly trilling horns and a staunchly assertive subject for
homns and trumpets — the movement’s principal theme that will recur often in alter-
nation with much contrasting material. Throughout, Mahler fairly exults in
unabashed orchestral virtuosity. As the end approaches, we hear incursions of the
main theme from the opening movement. At first they seem to be harmonically dis-
junct, but finally, in the symphony’s glorious final pages, bells a-clanging, all is set
right, and the music hurtles to an ecstatic conclusion.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations
in the USA, Canada, and several countries in Asia. As a journalist he covers the
music scenes across North America, Europe, and Asian countries, especially Japan.
At Montreal’s McGill University he lectured on music for over 25 years.
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Subscription Concert No.973 A Series

| ERLRE

20232482 18w 19008

Fri. 21 April 2023,19:00 at Tokyo Bunka Kaikan

g2 @ KEFFI T Kazushi ONO, Conductor
Fr0 @ FFEEA michiaki UENO, Violoncello
VY —hY 29— @ FBR=ESL Tatsuya YABE, Concertmaster

GJ—23 19 A\ T5A X (Time Flies) (2020) 4%)
[#82. BBC S¥U4 3. NDR TV I/ EEERESR / OE0E

Turnage: Time Flies (2020)
[Commissioned by TMSO, BBC Radio 3 and NDR Elbphil. Japan Premiere]

I London Time OvRY - 9414
I Hamburg Time NYTIT-IAL
I Tokyo Time hOF3aD - FA L

JUNAT DO FOBER (1970) @4%)

Lutostawski: Cello Concerto (1970)

{AE8 / Intermission (20 43)

T)UH— : TZOZZ=R op.36 G19)
Elgar: Variations on an Original Theme, 0p.36, Enigma
B
$1%% [CAE] $£8Z%E [W.N.]
2% [HDSP] £H9%Z% [Nimrod]
$3%% [RB.T. $£10ZZE= [Dorabella) (BZ=Hh)
$4%ZZ= [W.MB.] H11ZE [GRS.]
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E6ZZE [Ysobell FE13ZE [*xxx] (OXVY7)
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Michiaki UENO

Violoncello

L5 E0

FzO

202V EYVax—JEBERIVI—)U - FIOEFATHRATOER. HhtBT3D
DRRE=ZZE,

INSTTATEFEN, P EENILEOF (RRAY) TBI T, FeOBENFERD
DDF A DTAF—EESHEIVI—)b, BoLI—~YZ7EESHEIVI—)b. $21
EINRZ-TI—LREEIVIT—ILTCER. BRIV IVNADIRFERF T
O-O>0—)UE2MI, EREETRLEERUSERERD, CNETICOILIYvD-T1)b,
OV 7EIE. A/ R -OYVRE, KBSE, #HE, FE. FHATIBREENHNDE
EF—TANTEHE, E(CT—-Ov/NEHATEBWNICES EEZT>TL D, §F310
HHABRE., F240MTIVA—TTEBRE. E210BESEATV 7 IVESEEZE,

HREREAZER T, E—I— - D4 ANV IA([TBI N OR TEM, BE. TUY
N—NEREERCTT —U— - RIYVICHEIE, FAXEEE1758F8) 40 7k
—Z4 - FRb=L (P. A. Testore /RxkILTV3Y), BIEBELOILII—HBTSY
VD - ~NULF(F. Tourte) #E5ENTWV 3,

Michiaki Ueno is a cellist praised for his unique yet natural musicality and superlative
technique. He has won many awards, including the 1st prizes in International Tchaikovsky
Competition for Young Musicians in 2009 and International Johannes Brahms
Competition in 2014. In 2021, he won the 1st prize in Geneva International Music
Competition along with three special awards, including Young Audience Prize. As a solo-
ist, Michiaki has performed with various orchestras, including Orchestre de la Suisse
Romande and Warsaw Philharmonic, and Yomiuri Nippon Symphony. He has been also
invited to numerous music festivals worldwide, including Pacific Music Festival and
Montpellier Music Festival. Michiaki is also a chamber musician, performing with artists
such as Jean-Guihen Queyras, Jose Gallardo, and Akiko Suwanai. He has received sup-
port from several Foundations including the Ezoe Memorial Recruit Foundation and the
Rohm Music Foundation. He plays a P. A. Testore cello on loan from the Munetsugu
Collection.
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Turnage:

Time Flies (2020)
[Commissioned by TMSO, BBC Radio3 and NDR Elbphil. Japan Premiere]

I London Time
I Hamburg Time
I Tokyo Time

In 2020, Mark-Anthony Turnage (1960-) celebrated his sixtieth birthday, and
a host of new commissions and premieres were planned for this celebration year,
including several song cycles and the horn concerto Towards Alba. Alas, the
COVID-19 pandemic caused considerable disruption to these projects; and after
cancelled performances in July 2020 and February 2022, the Tokyo Metropolitan
Symphony Orchestra is delighted to finally give the Japanese premiere of Turnage’s
orchestral work Time Flies. The piece was jointly commissioned by the Tokyo
Metropolitan Symphony Orchestra, BBC Radio 3 and the NDR Elbphilharmonie
Orchestra — so we travel across the globe in our three movements, from London to
Hamburg, and finally to Tokyo, each in their own ‘Time’.

Whilst Turnage has written frequently for the BBC in his home country, this is
his second work for the TMSO, following the choral work Hibiki in 2016. Like this
earlier piece, Time Flies requires substantial orchestral forces, with additional wind
and brass players, 6 percussionists, and a solo soprano saxophone — the saxo-
phone family being among Turnage’s favourite instrumental groups, for which he’s
written a number of solo and larger-scale works.

We begin in the British capital with ‘London Time’, an energetic movement
driven by a short, syncopated central idea which is passed around the orchestra in
canon — that is, it is picked up, repeated and layered between players, at different
times and on different starting notes. This jaunty theme, tumbling up and down
thirds, seems redolent of English church bells — though shifting time signatures, in
combination with the percussionists emphasising irregular offbeats, dispel a
straightforward sense of pulse.

Later in the movement, aspects of the theme are fragmented and shared
between players, producing luminous harmonies between lines which are, if not
straightforwardly tonal, gravitationally centred around certain notes. ‘I can always
tell if T end up writing more tonally,” Turnage admits, ‘because of the harp part’ —
the less chromatic and harmonically unstable the music, the less frequently the
composer has to instruct the harpist to reset their pedals between phrases. The
central section of ‘London Time’ settles into a slower tempo and calmer waters,
strings swaying beneath the solo soprano saxophone. We return to this tempo
again at the very end of the movement, now fortissimo, and end on the crest of this
huge orchestral wave with decisive strikes from the percussion.

‘Hamburg Time’ is a broad, chordal movement — although there are still ele-
ments of the circling, layered fragment approach of its predecessor — and the wide-
ly-spaced harmonies variously suggest Copland and Messiaen, jazz and blues. But
whilst we may be moving more slowly, the whole orchestra is involved in proceed-
ings.
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The movement begins strongly, the soprano saxophone playing fortissimo
over loud brass and low winds; vibraphone and celesta arrive to bring new colour
into the mix. The repeated fragments, trickled through sections of the orchestra, are
marked with frequent dynamic swells and surge upwards only to drop away again.
As the music unfolds, rocking strings and gently cascading winds, harp and vibra-
phone accompany the flutes and soprano saxophone. By the end of the movement,
solo winds play brief melodic fragments until they too drift away, the music left
hanging quietly on a bare open fifth.

We arrive in ‘“Tokyo Time’ to a swirl of on- and off-beat chords, and jaunty,
jazzy melodies in the saxophone, piano and winds. The orchestra is reconfigured as
a giant jazz band: low winds and pizzicato cellos and basses in the place of a sin-
gle plucked bass instrument, horns providing sustained four-part chords, and the
percussionists stepping in and out with cymbal and bass drum off-beats (not to
mention maracas and a cowbell later on). This movement is full of crunchy chords
and angular melodic lines, full of energy and bite — though there are plenty of sec-
tions in which large parts of the orchestra fall away to allow wind-dominated tex-
tures, sudden moments of prominent vibraphone, or a spotlight on the sizeable
brass section. Short phrases are thrown between players in brief canons, ricochet-
ing across the orchestra.

In a particularly striking moment towards the end of the piece, we are left
with the lowest instruments only: bass clarinet and bassoons, a melody in the trom-
bones, and jangling harp chords at the very bottom of its range. But the party con-
cludes with almost everyone present, the energy and dynamic growing to a series
of punchy final chords.

(Katy Hamilton)

Composed: 2020

World Premiere:
September 1, 2021, at Elbphilharmonie, Grof3er Saal, Hamburg
NDR Elbphilharmonie Orchester / Alan Gilbert

UK premiere:
August 15, 2022, at the BBC Proms, London
BBC Symphony Orchestra / Sakari Oramo

Japan Premiere:
April 21, 2023, at Tokyo Bunka Kaikan, Tokyo
Tokyo Metropolitan Symphony Orchestra / Kazuhi Ono

Mark-Anthony Turnage

A composer of international stature, Mark-Anthony Turnage is indisputably
among the most significant creative figures to have emerged in British music of the
last three decades. His first opera, Greek (1988-89), established Turnage's reputa-
tion as an artist who dared to forge his own path between modernism and tradition
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by means of a unique blend of jazz and classical styles.
And his subsequent operas [Twice Through the Heart
(1994-96), The Silver Tassie (1997-99), Anna Nicole
(2008-10), and Coraline (2015-17)] also won a great
acclaim.

Turnage has been actively engaged in a wide
range of musical composition, including orchestral,
chamber, ensemble, instrumental, vocal, and choral
music. His orchestral (and voices) masterpieces are
Three Screaming Popes (1988-89), Momentum (1990-
91), Drowned Out (1992-93), Speranza (2011-12), ’
Frieze (2012), Passchendaele (2013), Remembering Bl | ©James Bellorini
(2014-15), Hibiki (2016, commemorating 30th anniversary of Suntory Hall and East
Japan Earthquake), and Testament (2017, a setting of Ukrainian texts for soprano
and orchestra), among others.

Turnage is Research Fellow in Composition at Royal College of Music. He
was awarded a CBE in the 2015 Queen's Birthday honours.

Katy Hamilton is a freelance researcher, writer and presenter on music. She is one
of the UK’s most sought-after speakers on music, providing talks for a host of
organisations including the Wigmore Hall, Southbank Centre and BBC Proms. In
addition, she regularly writes programme notes for the Salzburg Festival,
Philharmonia Orchestra and Pierre Boulezsaal in Berlin, and is a frequent contribu-
tor to BBC Radio 3.

Lutostawski:
Cello Concerto (1970)

Introduction - Four Episodes - Cantilena - Finale (played with pause)

Witold Lutostawski: Born in Warsaw, January 25, 1913; died in Warsaw, February
7, 1994

Witold Lutostawski (pronounced VEE-told Lu-to-SWUV-ski) is universally
regarded not only as one of Poland’s most distinguished composers, but as one of
the most widely-known and admired twentieth-century composers from any coun-
try. Many of his orchestral works approach repertory status, including Mi-parti
(1976), Livre pour orchestre (1968), the Concerto for Orchestra (1954), Funeral
Music (1958), the Cello Concerto (1970), and the Third Symphony (1983). In later
years, each new work by this composer received numerous performances all over
the world, among them the Chain series (1983, 1984, 1986), the Piano Concerto
(1987), Chantefleurs et Chantefables (1990) and the Fourth Symphony (1992).
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The widespread acceptance of Lutostawski’s music is not difficult to under-
stand. While maintaining a distinctly contemporary idiom uniquely his own,
Lutostawski did not abandon values of the past, and many of his works stand as
glorious examples of “beautiful” non-tonal music. The “human” quality in music
was vitally important to Lutostawski, and most concertgoers find his music emi-
nently accessible, despite its obvious modernity. A powerful thrust is found in most
of his works, often through rhythmic impetus and by the contrasts and superimposi-
tions of sonorous masses.

The Cello Concerto resulted from encouragement from Mstislav Rostropovich,
who gave the world premiere on October 14, 1970 with Edward Downes conduct-
ing the Bournemouth Symphony Orchestra in London’s Royal Festival Hall, which
had commissioned the work. The 24-minute concerto is laid out as a single move-
ment divided into four uninterrupted parts.

In the Introduction, the note D is repeated at one-second intervals to be
played in an indifferent, completely relaxed manner. Abruptly, the cellist abandons
this state for more varied and interesting material. Over the course of the
Introduction the state alternates between indifference and interest, stasis and ten-
sion, relaxation and involvement. Several motifs are introduced without being devel-
oped. Everything happens as though the cello were trying to inject some variety into
otherwise “boring” events. Eventually, and forcefully, a second sonority is intro-
duced — that of the three trumpets — at first in unison, then in raucous, cacopho-
nous individuality. This finally silences the soloist, but only for a moment.

Quietly, alone, playing pizzicato, the cello introduces the first of the Four
Episodes section. Other instruments join in the dialogue: clarinet — harp — strings —
percussion — trombones. By now the soloist has cast aside its non-committal, inde-
pendent status and has become absorbed into the orchestral setting. In one of these
episodes, a quasi-scherzando passage, we find some of Lutostawsi’s most enchant-
ing orchestration as the soloist interacts with clouds of swirling woodwind and key-
board instruments. At the end of the Four Episodes the cello makes a feeble attempt
to revert to its state of independent, carefree innocence with its repeated Ds.

The Cantilena introduces a new mood, one of profound intensity and dark
introspection. The soloist sings a broad, lyrical line that continues unabated while
the orchestra assumes an increasingly prominent role. By the end of the Cantilena,
soloist and orchestra are as one, united in a slowly rising chromatic scale.

The rising chromatic scale ends in a violent, fortissimo eruption from the
entire brass section, marking the beginning of the Finale. Other sections in turn
share in the turbulence, each answered by a few notes from the cello until finally,
for the first time in the concerto, the entire orchestra is heard as single united force,
screaming in fury. The cello slowly regains the solitary preeminence it once had,
and the concerto ends with what the composer calls “a kind of epilogue.” The final
notes go to the soloist, indifferently repeating the note A as it had the note D at the
beginning of the work, the music seemingly have come full circle.

(Robert Markow)
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Elgar:
Variations on an Original Theme, 0p.36, Enigma

Edward Elgar: Born at Broadheath, Worcestershire, England, June 2, 1857; died in
Worcester, February 23, 1934

The premiere of the Enigma Variations on June 19, 1899 marked the begin-
ning of a new chapter in Elgar’s life. Already in his early forties, and with no repu-
tation to speak of outside of his native England, Elgar was still regarded as “a man
who hasn’t appeared yet” (his own words). The Enigma Variations changed that
dramatically. Following the June premiere, Elgar slightly revised the score, extended
the Finale, and saw the work played again and again to enthusiastic audiences not
only in England but on the continent and in America as well. So quickly did Elgar’s
fame spread now that he was knighted just five years after its premiere. He dedi-
cated the score “to my friends pictured within.”

The identities of those “friends pictured within” constitute one aspect of
the title’s enigma. Following the stately theme are fourteen variations, the first and
last of which depict Elgar’s wife and his own musical self-portrait, respectively. In
between are found idiosyncratic orchestral descriptions of twelve men and women
who played important roles in Elgar’s musical and/or social life. Each variation was
prefaced with the character’s initials or nickname. Initially Elgar refused to disclose
their identities, but later he published a detailed written explanation giving clues.

There is another enigma to the Variations. Elgar never revealed “its ‘dark
saying’ --- through and over the whole set another and larger theme ‘goes’ but is
not played.” This unplayed theme, a theme that “never appears,” has mystified the
musical world for more than a century. Presumably Elgar’s wife and his friend
August Jaeger knew the secret, but they carried it to their graves. The enigma
remains.

THEME (Enigma) — The theme appears immediately and consists of two
phrases: the first, plaintive and sorrowful in G minor stated by violins in a gently
climbing and falling line; the second, in G major, shared by strings and woodwinds.

VARIATION I — Without change of tempo, we are introduced to Caroline
Alice Elgar, the composer’s wife, “one whose life was a romantic and delicate inspi-
ration” in Elgar’s words.

VARIATION II — Hew David Steuart-Powell, a pianist with whom Elgar (as
violinist) played chamber music, is humorously travestied as warming up.

VARIATION III — Elgar presents a caricature of actor Richard Baxter
Townshend playing an old man in an amateur theatrical.

VARIATION IV — For the first time the full orchestral sonority is heard.
William Meath Baker was described by an acquaintance as a “Gloucestershire
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squire of the old-fashioned type; scholar --a man of abundant energy.”

VARIATION V — Richard Penrose Arnold, son of Matthew Arnold, is por-
trayed as a man of depth and seriousness of purpose.

VARIATION VI — Miss Isobel Fitton, a violist, was another enthusiastic ama-
teur who played chamber music with Elgar. Appropriately, her instrument is fea-
tured here, depicting a woman of romantic charm.

VARIATION VII — This variation shows architect Arthur Troyte Griffith’s
clumsy attempts to play the piano and Elgar’s efforts to help him. The final slam (of
the piano lid?) suggests the frustration of it all.

VARIATION VIII — Here is depicted the tranquil lifestyle of a gracious lady,
Miss Winifred Norbury of Worcester in her eighteenth-century home.

VARIATION IX — In the best-known of the variations, Elgar creates a mov-
ing tribute to August Jaeger. The nickname “Nimrod” refers to the biblical hunter,
son of Cush ( “Jaeger” is German for “hunter” ). The soft glow that infuses this
music grew out of a “record of a long summer evening talk,” reported Elgar, “when
my friend Jaeger grew nobly eloquent — as only he could — on the grandeur of
Beethoven, and especially of his slow movements.”

VARIATION X — Dorabella (later Mrs. Richard Powell) was a lady of hesi-
tant conversation and fluttering manner. Elgar spoke of this music as “a dance of
fairy-like lightness.”

VARIATION XI — It is traditional to hear in this music the capering of
Sinclair’s bulldog Dan as he stumbles down the banks of the River Wye, paddles
upstream to find a landing place and finally scrambles out barking.

VARIATION XII — Another amateur musician in Elgar’s circle was Basil G.
Nevinson. His instrument, the cello, predictably has a featured role in this variation.

VARIATION XIII — This variation depicts Lady Mary Lygon, who was on a
sea voyage to Australia at the time of composition. This gentle seascape includes
quotations on the clarinet from Mendelssohn’s Overture Calm Sea and Prosperous
Voyage.

VARIATION XIV — Here is Elgar himself. The composer’s assertive, self-
assured side is seen here (not his more typical reserved side), and the Variations
end in exultant tones.

(Robert Markow)

For a profile of Robert Markow, see page 17.
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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, Honorary Music Director of Nagoya Philharmonic, and
Special Guest Conductor of Kanagawa Philharmonic.
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Wed. 26 April 2023,14:00 at Tokyo Metropolitan Theatre

158 @ /\RHHE Kazuhiro KOIZUMI, Conductor
JrA4FUY @ F)I[ES  Mayumi KANAGAWA, Violin
IVP—hIY2Y— @ KEGZEDY Tatsuya YABE, Concertmaster

JTILT B [EanDF]] Rl e

Verdi: Overture to La Forza del Destino

AVTIVAY =2 1 TP A AUV 528 RIZEE op.o4 282
Mendelssohn: Violin Concerto in E minor, op.64

I Allegro molto appassionato
I Andante
I Allegretto non troppo - Allegro molto vivace

{AZ8 / Intermission (20 %)

XVTIAY =2 REFE 3T (5258 op.56
(ROYRSUR) e
Mendelssohn: Symphony No.3 in A minor, op.56, “Scottish”

I Andante con moto - Allegro un poco agitato
I Vivace non troppo

I Adagio

IV Allegro vivacissimo - Allegro maestoso assai

T | N ANRREBZIERE
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Acclaimed Berlin-based violinist Mayumi Kanagawa is a recipient of the 4th prize at 2019 Interna-
tional Tchaikovsky Competition and the second & Best Concerto prize at 2018 Concours inter-
national Long-Thibaud-Crespin. Mayumi has soloed with many orchestras including Prague Radio
Symphony, Mariinsky Theatre Orchestra, Deutsche Kammerphilharmonie Bremen, Finnish Radio
Symphony, Belgian National Orchestra, Royal Philharmonic, and Konzerthausorchester Berlin. She
studied with Kolja Blacher, Yoshiko Nakura, Masao Kawasaki, and Robert Lipsett. She currently
performs on the 1725 “Wilhelmj” Stradivarius violin on loan from the Nippon Music Foundation.
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Program notes by Robert Markow

Verdi:
Overture to La Forza del destino

Giuseppe Verdi: Born in Le Roncole, Italy, October 10, 1813; died in Milan, January
27,1901

In late 1861, Verdi received an invitation to write a work for the Imperial
Opera of St. Petersburg. His first choice for a subject was Victor Hugo’s 1838 trag-
ic drama Ruy Blas, first produced in 1838. (Mendelssohn lost no time in writing a
concert overture to this theme just a year later.) But Verdi eventually lost interest in
the subject, and turned instead to the Spanish play Don Alvaro o La Fuerza del
Sino (Don Alvaro, or The Force of Destiny) by Angel de Saavedra, Duke of Divas.
Francesco Piave, who had worked with Verdi on most of his best-known operas up
to this point, fashioned the play into a libretto. Verdi’s wife Giuseppina (they were
married two years earlier, though they had been “living in sin” for twelve years
before that) made elaborate preparations for the journey to Russia, sending in
advance all manner of provisions (wine, cheese, salami, pasta, etc.). However,
when the soprano singing the lead role of Leonora fell ill, there was no one on
hand to replace her, so in February 1862 Verdi requested postponement of the pro-
duction and returned to Italy. He journeyed to St. Petersburg again in the fall of hat
year, when Forza was premiered on November 10 (October 29 in the Russian cal-
endar).

Accounts differ as to its success there, but within a short time it was seen also
in Rome, Madrid (where de Saavedra was in the audience), New York, Vienna,
Buenos Aires and London. By the time the opera reached La Scala in 1869, Verdi
had made numerous changes to the score. These revisions included a completely
new ending in which Don Alvaro is redeemed, and an extended, well-developed
overture to replace the original. La Forza del destino, Verdi’s twenty-second opera
(just four more were to follow), is often described as “a flawed masterpiece,” but as
biographer Charles Osborne points out, “it is not very [much] like anything else in
Verdi’s oeuvre. Much of it betrays the circumstances that it was composed for
Russia: the choral writing, the almost Dostoevskian monks with their dark bass
voices, the sprawling formlessness of the action, the military scenes.”

Flawed masterpiece or not, the overture alone enjoys the reputation for being
one of Verdi’s finest orchestral achievements. In the concert hall it is probably the
most frequently heard of all Verdi’s overtures.

A number of the opera’s most important themes are presented, hence pro-
viding an evocative synthesis of the drama. After three loud unison brass chords
(repeated), the ominous “destiny” motif associated with the heroine Leonora is
heard. Underneath the potpourri of tunes which follow, this “destiny” motif contin-
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ues to impose its threatening presence. A graceful andantino for flute, oboe and
clarinet is later sung by Alvaro in Act IV, Scene 1. Violins playing very softly in
octaves announce Leonora’s rapturous Act II prayer, “Deh, non m’abbandonar” ;
then comes a theme in the clarinet with harp accompaniment — the duet for
Leonora and the Father Superior, who has allowed Leonora to hide near a convent
dressed as a monk. Grandiose brass writing brings the overture to a thrilling conclu-
sion

Mendelssohn:
Violin Concerto in E minor, op.64

I Allegro molto appassionato

II Andante

Il Allegretto non troppo - Allegro molto vivace
(played without pause)

Felix Mendelssohn: Born in Hamburg, February 3, 1809; died in Leipzig, November
4, 1847

Mendelssohn wrote his E-minor Violin Concerto for his friend Ferdinand
David, concertmaster of the Leipzig Gewandhaus Orchestra. In July of 1838, the
composer had written to David: “I'd like to write a violin concerto for you next
winter; one in E minor sticks in my head, the beginning of which will not leave me
in peace.” One year later Mendelssohn wrote again, saying that he needed only “a
few days in a good mood” to write the concerto. “But it is not, to be sure, an easy
assignment; you want it to be brilliant, and how should someone like me do that?
The whole first solo will consist of high E’s.” Early sketches reveal that
Mendelssohn had indeed written a large number of high E’s, but by the time of the
finished product in 1844 he had obviously reconsidered. Along the way, while
David waited and waited for his concerto, those “high E’s” seem to have become
something of a private joke. Mendelssohn finally completed the work in September
of 1844.

It was well worth the wait. The sense of facility and effortless grace, its
polish and eternal freshness, and the amiable, genteel mood it generates totally
belie Mendelssohn’s effort to compose it. Critic Philip Hale asserted that “the con-
certo always, under favorable conditions, interests and promotes contagious good
feeling.” David was of course the soloist at the premiere, which took place at a
Gewandhaus concert in Leipzig on March 13, 1845.

There is no opening orchestral introduction; the soloist enters with the
main theme almost immediately. All three movements are joined, with no formal
pauses to break the flow. Mendelssohn places the cadenza at the juncture of the
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development section and the recapitulation, with the soloist continuing on as
accompanist after the orchestra reenters. Thus, the cadenza assumes a more impor-
tant dramatic and structural role within the movement’s design.

The term “well-bred” is often invoked to describe this concerto, and
nowhere better does it serve than for the quiet rapture and poetic beauty of the
second movement’s principal theme. A moment of sweet melancholy in A minor
intrudes briefly, with trumpets and timpani adding a touch of agitation. The princi-
pal theme then returns in varied repetition and a gently yearning passage, again in
A minor, leads to the finale.

As in the two previous movements, the soloist gives the first presentation
of the principal theme, one of elfin lightness and gaiety. The mood of this move-
ment has often been compared to that of the fairyland world of an earlier
Mendelssohn score, his music for A Midsummer Night’s Dream.

Mendelssohn:
Symphony No.3 in A minor, op.56, “Scottish”

I Andante con moto - Allegro un poco agitato

I Vivace non troppo

I Adagio

IV Allegro vivacissimo - Allegro maestoso assai
(played without pause)

During July and August of 1829, the twenty-year-old Mendelssohn enjoyed
himself touring Scotland. As he was an inveterate letter writer, we know in consid-
erable detail his reactions, mostly favorable, to the Highland country, its weather,
and its people with their “long, red beards, tartan plaids, bonnets and feathers,
naked knees, and their bagpipes in their hands.” One day in Edinburgh he came
upon the picturesque ruins of the Palace of Holyrood, in which Mary, Queen of
Scots, had once lived. On July 30, Mendelssohn, the impressionable young tourist,
wrote home that

In the darkening twilight today, [I] went to the Palace where Queen Mary
lived and loved. There is a little room to be seen there with a spiral stair-
case at its door. That is where they went up and found Rizzio in the room,
dragged him out, and three chambers away there is a dark corner where
they murdered him. The chapel beside it has lost its roof and is overgrown
with grass and ivy, and at that broken altar Mary was crowned Queen of
Scotland. Everything there is ruined, decayed, and open to the clear sky. I
believe that I have found there today the beginning of my Scottish
Symphony.
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The “beginning of my Scottish Symphony” consisted of a scrap of paper con-
taining a few bars of music. That is all that became of the symphony until twelve
years later, by which time Mendelssohn had already been to Italy and had written
his Italian Symphony. In 1831, he wrote from Italy that he could “not find his way
back into the Scottish fog mood,” a quite understandable condition given Italy’s
sunny climes. The Scottish Symphony was eventually completed in January of
1842, making it Mendelssohn’s last major orchestral work. Hence, though called
“No. 3,” it is really the fifth of his five important symphonies. (There also exist
twelve works belonging to his juvenilia.) The symphony received its premiere in
Leipzig on March 3, 1842, with Mendelssohn on the podium.

Is there anything particularly “Scottish” about the work? Well, yes and no.
The degree of “Scottishness” is dependent on the individual listener’s susceptibility
to programmatic suggestion and on hindsight. The somber, melancholic opening is
certainly at least suggestive of the brooding, misty Scottish land; the ebullient clari-
net theme of the Scherzo may be based on a Scottish folk air, since the scale pat-
tern corresponds to that of the country’s folk music; the leaping, vigorous, dance-
like main theme of the finale is thought by some to be a musical representation of
the gathering of the clans.

None of this is conclusive, of course. But we do know that Mendelssohn had
little sympathy with native folk idioms, and had he not spoken of it as his “Scottish”
symphony, probably no one would have guessed as much. Scottish or not though,
this work is fully representative of Mendelssohn at his best. Hans von Bulow
thought it to be, in 1877, still one of the finest symphonies since Beethoven. If our
estimation today is not quite as high as von Biilow’s, we can still respect this classi-
cally-chiseled symphony for its gentle charms, melodiousness and imaginative
ideas.

For a profile of Robert Markow, see page 17.
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