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Kazuki Yamada is Chief Conductor and Artistic Advisor of City of Birmingham Symphony,
Artistic Director and Music Director of Orchestre Philharmonique de Monte Carlo,
Principal Guest Conductor of Yomiuri Nippon Symphony, Music Director and President of
The Philharmonic Chorus of Tokyo, and Music Director of Yokohama Sinfonietta. He was
formerly Principal Guest Conductor of Orchestre de la Suisse Romande and Permanent
Conductor of Japan Philharmonic. Yamada appears regularly with orchestras including
Sachsische Staatskapelle Dresden, Orchestre de Paris, Philharmonia Orchestra, Rundfunk-
Sinfonieorchester Berlin, St. Petersburg Philharmonic, Czech Philharmonic, and
Gothenburg Symphony.
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Fri. 12 May 2023,19:00 at Tokyo Bunka Kaikan

1518 @ |LUFHF0M Kazuki YAMADA, Conductor
GlE @ %ﬁiﬁ%éng ™ The Philharmonic Chorus of Tokyo, Chorus *
BIEEE @ F/\TE[&E VYoshinao KIHARA, Chorus Master

BlE @ Eﬁﬁ@f%%k?ﬁ El* Musashino Academia Musicae Chorus, Chorus *

BIEEE @ BRI Hiroki FUJIL Chorus Master

REASE @ ERRAMEDLTEIEH** The Little singers of Tokyo, Children's Chorus **

BIEEE @ K5I X Hisae HASEGAWA, Chorus Master
VY- 29— @ LLIAKE Tomoshige YAMAMOTO, Concertmaster

[=ERLEHO0FE %1 0FLR | RE=E0E]
[Akira Miyoshi 90 | Anti-War Trilogy]

= RUREABEST—TANSDRDD (LTA T (1972 * @74)
Miyoshi: Requiem for Mixed Chorus and Orchestra (1972) *

I I il

A28 / Intermission (20 %)

=& R BESEBEA—TANSORDD (GEE) (1979 * 289
Miyoshi: Psaume for Mixed Chorus and Orchestra (1979) *
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Miyoshi: Kyé-mon for Children’s Chorus and Orchestra (1984) **
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The Philharmonie Cherus of Tekyo  crors
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The Philharmonic Chorus of Tokyo, founded in 1956, is a Japan’s foremost independent profes-
sional choir. As the basis of its activities, the chorus has regular concerts mainly in Tokyo and
Osaka and holds about 150 concerts a year at home and overseas with Japanese and visiting

orchestras. The chorus performs a wide range of choral works of different periods and genres.
The core repertoire is about 250 commissioned works written by composers around the world.

Yoshinao KIHARA
Chorus Master
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Yoshinao Kihara studied at Music High School attached to Faculty of Music, Tokyo University
of the Arts and obtained a master’s degree at Universitat der Kinste Berlin. He is Principal Con-
ductor of The Philharmonic Chorus of Tokyo. Kihara has performed with orchestras including

Deutsche Symphonie-Orchester Berlin, Polish National Radio Symphony Orchestra, Magdebur-
gische Philharmonie, and Tokyo Metropolitan Symphony Orchestra.
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Musashino Academia Musicae Chorus, crors
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Musashino Academia Musicae Chorus has been organized by a vocal music course of the
college as one of the chorus classes. The chorus has performed large choral works at regular
concerts with Musashino Academia Musicae Orchestra. Musashino Academia Musicae Cho-
rus has performed with orchestras including Yomiuri Nippon Symphony, Tokyo Metropolitan

Symphony, Japan Philharmonic, and Tokyo Symphony under batons of Rozhdestvensky, Masur,
Maazel, Sinopoli, Inbal, Ashkenazy and K. Yamada.

Hiroki FUJII

Chorus Master
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Hiroki Fujii graduated Tokyo University of the Arts. He is Music Director of Kinokai and Ensemble
PVD. In recent years, he has been active as a jury member of Tolosa Choir Competition (Spain)
and JCA National Choral Competition, as well as in commissioning activities and in producing
events for Tokyo Cantat. Fujii is a president of Ongakuju and a member of Japan Choral Direc-
tors Association. He teaches at Musashino Academia Musicae as an adjunct lecturer.
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The Little Singers of Tokyo chidrens chorus
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The Little Singers of Tokyo (LSOT) formed in 1951 with the concept “for Japanese children
to sing Renaissance works”. The founding spirit continues today with a repertoire focusing on
authentic choral works based on traditional European music. LSOT covers a wide range of
music from Gregorian Chants to contemporary works. In addition to the regular concerts held
twice a year, LSOT has made 33 overseas concert tours. They have also appeared with many

orchestras and opera theaters at home and abroad, and have performed with maestros such
as Abbado, Luisi, and Muti.

Hisae HASEGAWA

Chorus Master
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Hisae Hasegawa is Principal Conductor / Artistic Director of the Little Singers of Tokyo. She has
conducted self-promoted concerts and overseas performances and also successively served as
a chorus master of various outside performances including operas. She formed Chorus LSOT

and a choral ensemble LSOT Kammerchor as well, expanding wide-ranging performance activi-
ties.
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Akira Miyoshi: Anti-War Trilogy

Mariko Okayama
(translated by Tadashi Mikajiri)

Akira Miyoshi (1933-2013)’s trilogy is based on his own experience during the
war. He completed Requiem, the first of the trilogy, in 1972. Let me follow his earli-
er steps leading to the work.

The idea was conceived early. In 1957, when he returned to Japan after
studying in Paris, Haneda International Airport of Tokyo seemed totally black to
him, like ink-wash paintings. He imagined: “There are still white bones scattered
here and there. I will gather them, and make a grave myself, engrave an epitaph
and become the caretaker of the grave” (from Between the wavecrests - Dialogue
over the invisible by Akira Miyoshi and Mariko Okayama, 2006, Shunjusha).
However, Miyoshi, who was just back from Paris, was surrounded by compliments
on his refined talent, and his silent desire was “firmly sealed” in his mind.

Totsugu Musume ni (To my daughter leaving for marriage)

It was in Totsugu Musume ni (To my daughter leaving for marriage), a cho-
ral suite composed five years later (1962, text by Toshiko Takada) that he first
touched on the subject. The third piece Tatakaino Hibi (Days of the War) in the
suite, has a passage: “Stop, please! - Mothers and their children kept crying in
towns and villages all over the world, raising their hands to the sky which smelled
of scorching” . For the premiere of the suite, Miyoshi did not write anything more
than just referring to Toshiko Takada, who had a daughter leaving for marriage,
and to himself whose sister had married shortly before. However, in 1974, he wrote
“We share the war experience, and it gives dramatic depths to the sentiments of
this piece. I hope this work to be sung for generations in the reality of life, whether
in happiness or in unhappiness” . (From the distance to nothingness by Akira
Miyoshi, 1979, Hakusuisha).

In addition, when Totsugu Musume ni was revived, Miyoshi wrote: “There is
a story I put down for the first time” , and told his memory of his sister, who was
one year younger, and with whom he was brought up together in a pair. Just before
composing this work, Miyoshi (29 years old then) had a desire for suicide, and trav-
eled to Karuizawa. Without knowing his whereabouts, his sister sensed where he
was staying at, appeared there, and suggested to him to go to a hot spring togeth-
er. Coming back to Tokyo, he started working on Totsugu Musume ni. “In the fifth
piece, after repeating ‘Good bye’, a melody came up to my mind for the words ‘her
smile’ to be sung by men, and I could not hold my tears.” When he was over 70
years old, this confession of his was concluded with another note: “My sister
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passed away a few years ago”.

In the same year, he told about her on another occasion. While he evacuated
from bombarded Tokyo to rural Nagano, he was hungry and “stole an apple but hid
it from his sister and did not share it with her”. (Music Today, September 2004) The
sister, whom he did not share the stolen apple, saved him from death. His remorse,
his “wound” (Miyoshi used this word) and his love started afflicting him long before
his narratives in the song: “My friend was killed by machine-guns while playing in
the river. It was not me who was killed.” which appeared after his Requiem.

Ohson fuki (People did not come back) and
Odeko no koitsu (This thing on my forehead)

The next sprout of the idea was Ohson fuki (People did not come back)
(1970, text by Tatsuji Miyoshi) for men’s choir. The image of a person who did not
come back, reminded Miyoshi of a mother on the quay, waiting for her son who
was detained in Siberia by the Soviet Union. (The press frequently took up such
mothers.) He quietly started ringing the hand-bells for his pilgrimage of the trilogy
which was to last twelve years from Requiem (1972) to Kyé-mon (1984).

The subjects of the following work, Odeko no koitsu (This thing on my fore-
head) (1971, text by Taizo Horai), a choral suite for children, are starving children
in war-afflicted Biafra (mid-west Africa). Already in this work, the figure of
Requiem is clearly visible. “Why — It was [ who killed them. I did it!” — this cry in
Odeko no koitsu gushes into Juro Miyoshi’s groan “But, I am killing.” (Requiem,
Chapter I)

Requiem

In the background of Requiem lies the darkness that was overcasting the
world, such as Vietnam War, which lasted over 10 years from mid-1960s, and the
African famine of 1970s. Memory of the War revives. I, who was a child then; the
ink-wash world I saw at Haneda - He vomited all that had been firmly sealed in
him like clogged blood. After 27 years (from the end of World War II in 1945 to
Requiem in 1972), he started expressly asking “Why?” - questions of unreasonable
deaths. The gravestone he placed rent the skies with choral agony and shouts,
alongside the beatings of strings, brass, winds and percussion.

When the literary critic Kenzo Nakajima (1903-79) heard the premiere on
March 15, 1972, he was shocked by the extreme change in the composer’s sound,
and wrote “It’s different, so different, different from Miyoshi I have known” ,
because the world of Miyoshi’s sound had always possessed serene beauty, and
had never violated the ears even at the climax. However, Nakajima nodded before
long, understanding that “This was the real Miyoshi, and it was this that has been
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concealed deep underneath” , and then he “silently started singing to the music.”
(Arts Quartery, 1972 summer edition.).

Nakajima, who lived through pre-war, war itself and post-war periods, was
able to understand Miyoshi and was able to sing together, but he was not to live till
the next work Psaume (Psalm) (1979), and Miyoshi dedicated his book From the
distance to nothingness which he published in the same year to Nakajima’s tomb.
The generation born after the war criticized the work: “We cannot hear the words”,
and Miyoshi replied: “You should be able to understand it even if you don’t hear
the words.” In a sense, it is natural for us, who do not know machine-gun firing, nor
incendiary bombs, evacuation in the country side or the starving there, to be
unable to swallow up the chaos as it is presented.

Psaume (Psalm)

The last verse of the Requiem, “The life, the mortal, is dying in the dusk”
(Responsory in the Dusk by Sakon Soh (1919-2006)), then leads in turn to Psaume
(Psalm) seven years later in 1979, with texts from Soh’s collection of poems Jomon
(1978, Shichosha). The friendship with Soh lasted more than 30 years and brought
out Rainbow and Apples for female choir and piano in 2003 (apples remind us of
Miyoshi’s sister). Soh became Miyoshi’s indispensable accompanists of life.

In the night of the Bombing of Tokyo in 1945, while Soh was running around
to escape from the savage fires, he let off his mother’s hand, who died right in front
of himself. His words thus rubs against Miyoshi’s wounds, and the resulting sound
is fierce. Miyoshi, who heard the voices of the dead in Requiem, calls out now to
the living as the one who survived the war in Psaume, but his voice is his pain
gushing out — the pain which was piercing the one who was made to survive.
Momentarily, however, there appears a gentle flow of the strings, followed by
“Hana Ichi-monme (A flower — a girl worth five grams of silver)” (a children’s
rhyme, where two rows of kids call to each other). The wave then leads to
“Rocking and being rocked together” — the contrast between the living and the
dead. The refrain in the final chapter “Ichi-monme (five grams)” transforms into the
light, and vapors into the atmosphere.

Kyé-mon (Ripples of sound)

The echoing phrase “Five grams of moon, in search of Sho” at the end of
Psaume directly flows into the sound of Kydé-mon (Ripples of sound) (1984). The
quiet singing of “Kagome, kagome ( “Those who are caught in the cage” , a
children’s rthyme)” is crushed by a striking noise. When the previous work recipro-
cated between the earth and the world of the dead, it was natural that the follow-
ing work starts with “Kagome, kagome”, a song-play where children form a circle —
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a linkage, to link this world to the other. We hear Miyoshi’s prayer. He wrote: “I
want children to live on, at least the children who play in a circle, guessing who is
sitting right behind you. Can’t I somehow capture the ears in the circle? — the ears
listening to the questioning song? Can’t the living and the dead step into the circle
hand-in-hand?” After asking: “In the evening after the dawn, what does the bone in
the wind look at?” , the voice returns to the original rhyme: “Who is sitting right
behind you?” It then quietly melts into darkness.

Why did Miyoshi use children’s rhymes for Psaume and Kyé-mon? He said
they represent what his mother’s hometown, Narai (now a district in Shiojiri,
Nagano) was like. His ears remembered the refrains of the song in the village’s
summer dance, calling out to the mountain “Kiso-no nah” . “They resonate with
children’s rhymes, of the children coming home to their mothers” (Between the
wavecrests).

The day — August 6

Miyoshi revealed later in his life, that he conceived the idea of climbing the
ascent of the trilogy when he wrote Requiem.

However, his pilgrimage did not end there. The next journey starts from
Dispersion de L'Ete (Dispersion in the summer) (1995) based on day of the atomic
bomb, to the tetralogy of symphonic pieces in four consecutive years — Dispersion
de L'Ete, Etoile a Echos (Echoing Star), Fruits de Brume (Fruit of the mist) and
Chanson Terminale - Effeuillage des Vagues (End song - Picking of the waves) —
and then continues till his last years of creation, during which he composed The
day — August 6 for mixed choir and piano (2007, text by Shuntaro Tanigawa). It
was closed by the serene chorale of “My only choice is to believe that joy can
sprout even in the soils of wrath, pain and sorrow.”

Miyoshi said with a smile: “I asked myself: “Will all the living people come to
the epitaph of Requiem?’ Their response was: ‘Who cares!” ” This was as late as
2005. It makes you feel how long and gravely his feelings stayed with him, and
what he felt after recognizing how little they were understood. “When will Miyoshi
stop circling around the epitaph?” We continued to hear such criticism even till his
last work The day — August 6. Around the time of the Requiem, the works depicting
the wartime were limited to Hikaru Hayashi (1931-2012) ’s The Finished Scenes
From Hiroshima (1971-2001, text by Tamiki Hara) and Ikuma Dan (1924-2001)’s
Hikarigoke (Luminous Moss) (1972, words arranged from a novel by Taijun
Takeda). Wartime works are rare in the following decades, too.

By the way, this trilogy was also a part of the journey of From distance to
nothingness. He described it as a return from “Ko” — meaning “arc” — to “Mu” —
meaning “nothingness” , but I would rather say it was a passage from another “Ko”
— isolation, individual or ego, representing Western Europe — to “Mu” — nothing-
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ness, representing Japan. What Miyoshi resounds in his opera Toi-Ho (Voile
Lointaine) (1999, libretto by Mutsuro Takahashi) is a numbering song “Hitotsu toya
(count one)” and “Anmenzensu Santa Maria (Amen, Deus, Santa Maria)” . Miyoshi
pursued the halos shining out of these songs.

Why did Miyoshi, after his sister’s death, choose to confess his story of hiding
the apple from her? That was because, I believe, he knew that at the bottom of his
misdeed lies the ultimate choice of life or death, in other words, how a human
being behaves to others in an extreme situation. The pandemic that struck the
world has shattered the vain conceit of human race as the respectable ruler of this
earth, and has revealed that anyone would hide apples and fight over them on this
unholy earth torn by segregation and intolerance. The vast amount of blood shed,
not only in Ukraine invaded by Russia, but also elsewhere in the world, is the testa-
ment to the limitless greed of mankind. By confessing he was no exception, Miyoshi
reveals such evils lurk anywhere around us, but he also encourages us to walk
ahead with your eyes looking up to the light above. As a humane being of reason,
you should consider the people around you, and strive to do anything good, how-
ever small, for them.

Miyoshi:
Requiem for Mixed Chorus and Orchestra (1972)

The text contains excerpts from Anthology of Japanese Anti-War Poetry
(1969, Taihei Shuppansha) (#1-5, 7-9; Numbers are those put on the song text),
and from Wills of the members of Kamikaze Special Attack Unit (1971, Bestsellers)
(#6), and Antiwar Responsories by Sakon Soh (#10). The work consists of three
chapters, and is played through without a break. It starts with “Who wants to hide
like rats in gutters?” , and the words were tossed around by the yelling orchestra,
raising fragmentary flames.

“Various colors mix together, and it can only be seen as one color. Neither
the title nor the text will explain it. — Therefore, please forget the title and words,
so that the colors can resume their hues in your mind on their own.” (Miyoshi’s
own words from the program note for the premiere.)

Even if the words are indiscernible, it is fine so far as the resonance, touch
and texture are felt by the audience. “Please eat this” (Chapter III, #8) is something
you should be able to hear by the words themselves, but “I planted it in that soil”
(in the same song) is something which the listener should find its place by imagina-
tion. Miyoshi had a clear distinction between these phrases. The fierceness of this
Chapter III is so overwhelming, that you may want to close your ears. Even the
Responsory in the dusk at the end expires in the reverberation of it.
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Chapter II, #6 comes from the wills of five Kamikaze members. When they
call out “Father, Mother, Toki, Kei, sister Fusa” , the names, the faces, and the fig-
ures are individual beings that cannot be replaced by others. It is a prelude to
“Hana Ichi-monme” of the next work Psaume, where the voice calls to individual
names, starting from “Kei-chan” .

Deaths in war are not accumulations of faceless dying people. Each one of
them had his own family, his own love, and his own life. It was the violation and
elimination of such individuality that are expressed in the fierce resonance of the
Chapter.

Composed: 1971-72

Premiere: March 15, 1972, at Tokyo Bunka Kaikan
NHK Symphony Orchestra, Japan Chorus Union
Conductor: Hiroyuki Iwaki

Miyoshi:
Psaume for Mixed Chorus and Orchestra (1979)

At the beginning of the beginning — Clouds
Beginning without beginning — Celestial bodies
Beginning with beginning — Twilight at sunset
Beginning without end — Human figure

Middle of middle — Dance in the waterfall basin

End with beginning — Red sky at sunset

Of the beginning and the end — Clouds in the mirror
End without end — Graves of waves

Of the beginning and the end — Clouds in the mirror)

EEEsS<=2EHE~

—

Psaume (Psalm) consists of eight chapters above. (At the end of the work,
Chapter VII is repeated as the refrain, while getting transformed as it progresses.)
The texts were adopted from Sakon Soh’s collection of poems Jomon, and arranged
by the composer.

At the beginning, with the words “If you had not been killed, my clouds, there
would not have been such civilization as Jomon” , an ominous utterance bursts out
with the orchestra. At times it becomes a shout or a narration without pitch. The
words are frequently chopped down by the percussion. When the strings play mel-
odies in Chapter III, the words of the chorus: “waves of flower petals” bring a
momentary calm, but you will then be shattered to pieces by the fierce sound-
world, from the time of the percussion’s invasion till the words: “You died, we
lived” in Chapter V: Dance in the waterfall basin.
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Miyoshi calls “Hana Ichi-monme (A flower — a girl worth 5 grams of silver)”
in Chapter VII a ritual drawing to choose whom to sacrifice, because this rhyme
originates from child trafficking. The music does not loosen the conflict until serene
harmony shines in at Chapter VIII. With the long-lasting crescendo, the words are
repeated in contrast: “Rocking and being rocked together” , “Crushing and being
crushed together” , “Melting and being melted together” , “Illuminating and being
illuminated together” . From there emerges the original tune of “Hana Ichi-monme”
quietly. It points out at the song “Kagome, kagome” in the third of the trilogy Ky6-
mon.

In the notes of the collection Jomon, Soh wrote “I don’t want to call them the
dead. Because they were killed, they have come to be living beings in me. And I
am one of those who killed them. How can I be allowed to pray their spirits to
rest?” Soh and Miyoshi have this as a common starting point.

Let me add. In Chapter IV of Soh’s collection, there is a poem Sacrifice which
Miyoshi did not set to music. It ends: “A brother and his younger sister are pinched
at both ends of a rope; the boy beneath the water, and the girl at the peak of the
mountain.”

Composed: 1978-79

Premiere: October 16, 1979 at Tokyo Bunka Kaikan
Tokyo Metropolitan Symphony Orchestra, Japan Chorus Union
Conductor: Ken’ichiro Kobayashi

Miyoshi:
Ky&-mon for Children’s Chorus and Orchestra (1984)

In early summer of 1982, Akira Miyoshi told Sakon Soh in a car “What come
into my ear nowadays are only children’s rhymes like ‘Kagome, kagome’ ” . Soh
introduced him later to another Kagome — Oni Asobi song (a song play in a circle,
to guess who is right behind you) from Bunsei period (1818-30). Miyoshi then finds
the voice of Ky6-mon (Ripples of sound) in the song “Tsuppe-eru Kagome (Kagome
falling into the mud)” . Ky6-mon is shorter than the two previous works in the trilo-
gy, and the general tone was that which exchanges between children’s voices and
orchestra.

At the beginning, when you are attentively listening to children’s chorus, the
orchestra sharply charges in, but there is no violent threat. Children’s voices gradu-
ally form layers and then ripples, finally waves to splash out. The swinging move-
ment we heard in “Rocking and being rocked together” in Psaume repeats here in
the singing, forms a loose ring, and then rises upwards in helical circles. Although it
is interrupted again and again by the striking noises, the singing voice of “Kagome,

5/12 A Series



kagome” , stands up again and again from the bottom of silence.

“Bones in the wind” , “Bones in the wave” , “Bones in the cloud” , “Bones in
the rainbow” . Miyoshi and Soh keep gathering the bones scattered in the ink-wash
world, keep praying, and then look up to the light — the fragment of the beautiful
moon that showers on them from the back “right behind them” .

Composed: 1982-84

Premiere: June 23, 1984 at Tokyo Bunka Kaikan
Tokyo Philharmoic Orchestra
Tokyo Broadcasting Children’s Chorus Group
Conductor: Tadaaki Otaka

Akira Miyoshi (1933-2013)

Born in Tokyo, Miyoshi joined “Children’s Piano
Group” of Jiyu Gakuen, when he was 3 years old. At the
age of 4, he started learning composition and violin with
Kozaburo Hirai. In 1951, he entered University of Tokyo,
where he majored in French literature. While at this
school, he won the 1st prize of composition with his
Sonata in the Music Competition of Japan, and his
Sinfonia Concertante for Piano and Orchestra was
awarded Otaka Prize by NHK Symphony Orchestra.
Miyoshi moved to Conservatoire de Paris in 1955 and
studied with Henri Challan and Raymond Gallois-
Montbrun. He was also under the influence of Henri Dutilleux while in Paris. He
came back to University of Tokyo in 1957 and graduated in 1960. From then on,
he published large scale works almost every year, and left memorable ones in vari-
ous genres, such as orchestral works, chamber works, songs, and choral works.

Anti-War Trilogy — Requiem, Psaume (Psalm) and Kyo6-mon (Ripples of
sound) — represents his middle age creations. Since 1995, he wrote the tetralogy of
symphonic pieces in four consecutive years — Dispersion de L'Ete (Dispersion in the
summer), Etoile a Echos (Echoing Star), Fruits de Brume (Fruit of the mist) and
Chanson Terminale - Effeuillage des Vagues (End song - Picking of the waves). He
also worked on other compositions such as the theme song for the animated drama
Anne of Green Gables (1979). From 1997 to 1999 he worked on the opera Té6i-Ho
(Voile Lointaine). Miyoshi served as the President of Toho Gakuen School of Music
(1974-95), and then the President of Tokyo Bunka Kaikan (1996-2004). He was
chosen as a member of the Japan Art Academy, and was awarded the title of
Person of Cultural Merit by Japanese government, both of which are prestigious
titles given to outstanding artists.
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Tadaaki

OTAKA

Conductor

E&EEH
151

©Martin Richardson
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Tadaaki Otaka was born in 1947. He has conducted all major Japanese Orchestras. He
is also a popular figure throughout the world particularly in the UK, where he is invited as
Guest Conductor to London Symphony, London Philharmonic, and BBC Symphony,
among others. Otaka made his Proms debut with BBC National Orchestra of Wales in
1988. He also received invitations to Rundfunk-Sinfonieorchester Berlin, Bamberg
Philharmonic and many others. In 1997, he was awarded the CBE, in recognition of his
outstanding contribution to British musical life.
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1512 @ ST Tadaaki OTAKA, Conductor
E7/ @ 724 2T Anna VINNITSKAYA, Piano
VYIRS — @ KEBEDL Tatsuya YABE, Concertmaster

TONZ) T (LAE—FiFE) | iGEfEEHELY
CBED D) 0p.39-2 B

Rachmaninoff (arr. by Respighi): Etudes-tableaux, op.39-2, The Sea and the Seagulls

SOXRZ )T INAZ—ZDFREIC K DITFHH op.43 @49

Rachmaninoff: Rhapsody on a Theme of Paganini, op.43

K& / Intermission (20 %)

TI)UA—  EREE 2 & ZRES op63 39
Elgar: Symphony No.2 in E-flat major, op.63

Allegro vivace e nobilmente
Larghetto

Rondo: Presto

Moderato e maestoso

==
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Anna
VINNITSKAYA

Piano
FUF - I4ZUHY
E7/

©Yukari Nakamura
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Anna Vinnitskaya is a major pianist of our time who tells stories with her music. The 1st prize at
Queen Elisabeth Competition in 2007 marked the beginning of her international career. Today
she is a valued partner of many major orchestras worldwide and leading conductors such as
Fedoseyev, Inbal, Dutoit, Nelsons, Urbanski, and Gilbert. A highlight of 2021/22 season was her
collaboration with K. Petrenko and Berliner Philharmoniker. As part of their joint concert tour,
Vinnitskaya makes her debut at Salzburg Festival. CD recordings by Vinnitskaya have won numer-
ous awards such as Diapason d'Or and Gramophone Editor's Choice. She has been a professor
at Hochschule fir Musik und Theater Hamburg, since 2009.
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Program notes by Robert Markow

Rachmaninoff (arr. by Respighi):
Etudes-tableaux, op.39-2, The Sea and the Seagulls

Sergei Rachmaninoff: Born on the estate of Oneg, near Semyonovo, District of
Staroussky (near Novgorod), April 1, 1873; died in Beverly Hills, California, March
28,1943

Ottorino Respighi: Born in Bologna, July 9, 1879; died in Rome, April 18, 1936

In 1929, the conductor of the Boston Symphony, Serge Koussevitzky, asked
Rachmaninoff if he would allow a selection of his Etudes-Tableaux for solo piano
to be orchestrated by the Italian composer Ottorino Respighi. Respighi was
renowned for his brilliant orchestral scores, especially the Roman trilogy (the Pines,
Fountains and Festivals). Rachmaninoff was enthusiastic about the idea and almost
immediately wrote to Respighi, submitting his choices: one from the eight Etudes-
Tableaux Op. 33 (1911) and four from the nine in Op. 39 (1916-17).

Each of these seventeen Etudes-Tableaux is a miniature tone poem inspired
by some external stimulus that the composer chose not to reveal to the public (at
least not until Respighi came into the picture). The title, “Study-Pictures,” was a
Rachmaninoff neologism. They are generally dark in color, heavy in mood, and
most are in minor keys. Every one of the nine of Op. 39 contains the fateful “Dies
irae” motif, either prominently or disguised.

In a rare divulgence of his extra-musical inspiration, Rachmaninoff revealed
to Respighi what lay behind each of the five numbers he had chosen. These “secret
explanations,” as he called them, are the titles they now bear. Koussevitzky led the
first performance with the Boston Symphony on November 13, 1931.
Rachmaninoff’s biographer, Max Harrison, writes that “Respighi’s approach was of
complete respect for the letter of Rachmaninoff’s music while offering orchestra-
tions by a sophisticated virtuoso with seemingly an altogether different musical
temperament. ... commentaries by one composer on another.”

More than one listener has noted the enormous sonority Rachmaninoff
evokes from the piano in his music. In addition, the Etudes-Tableaux at times make
near-impossible technical demands on the pianist, suggesting that orchestrations of
some of these “excursions into vivid fantasy,” as Harrison calls Op. 39, might not
be out of order.

Op. 39, No. 2, “The Sea and the Seagulls,” might well have been entitled
“Nocturne” instead. It begins peacefully enough, but undercurrents of anxiety soon
creep in, leading to stormy outbursts. Essentially it is a study on the first four notes
of the “Dies irae” motif.
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Rachmaninoff:
Rhapsody on a Theme of Paganini, op.43

Rachmaninoff’s Rhapsody on a Theme of Paganini is not, as the title falsely
implies, really a rhapsody at all. The term “rhapsody” suggests a loosely organized
structure, but in fact the work follows a very clear, taut design — a set of 24 varia-
tions. One might, however, associate the piano soloist with the role of the ancient
Greek rhapsode, the specially trained singer or reciter of epic poems. Wit, charm,
romance, rhythmic verve and masterly orchestration combine in what many consid-
er to be one of Rachmaninoff’s greatest compositions. It was first performed on
November 7, 1934 in Baltimore with Leopold Stokowski leading the Philadelphia
Orchestra and the composer at the piano.

The Rhapsody begins with the curiously “misplaced” first variation; only after-
wards do we hear the theme in its original, intact form, played by violins with
piano accentuations. Variations 2-5 all retain rhythmic tautness and drive. Finally
in Variation 6 does a more rhythmically free and sentimental tone creep in. A new
theme enters at Variation 7, that old funeral chant for the dead, the “Dies irae,”
which Rachmaninoff had incorporated into so many of his previous works. In fact,
though, there is a melodic kinship between the chant theme and Paganini’s. The
“Dies irae” returns in Variation 10, a grotesque march. In between (Variations 8 and
9), a demonic quality is maintained, especially in Variation 9 with its col legno
(string players using the wooden part of their bows) tappings and frenzied rhythmic
conflict between orchestra and soloist. Variation 11 is essentially a highly florid
cadenza with a true rhapsodic flavor to it. Two variations in D minor follow: one a
nostalgic, wistful minuet set to Paganini’s fragmented theme; the other a sturdy
pronouncement of the theme, still in triple meter, in a more straightforward presen-
tation. Variations 14 and 15 are in F major, with the latter almost entirely for piano
alone. Dark, ominous, even ghostly stirrings seem to emanate from Variation 16.
The next one does nothing to lighten the oppressive mood.

Suddenly, as if emerging into the light of day, we hear the sounds of an old
friend softly intoned, that famous eighteenth variation. This lush, glorious music is
no intrusion, for, like the “Dies irae,” it too bears a melodic relationship to the
Paganini theme; in fact, it is almost an inverted image of it. The music, from now
on in the original key of A minor, proceeds swiftly to its conclusion, each variation
more scintillating than the last. The gathering momentum and dazzling passage
work for the soloist lead one to expect a conclusion of overwhelming bravura and
force. Indeed, this expectation is almost fulfilled, but at the last moment,
Rachmaninoff pulls back and, with a wicked chuckle, ends his Rhapsody quietly
with a last, lost fragment of the memorable theme.
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Elgar:
Symphony No.2 in E-flat major, op.63

I Allegro vivace e nobilmente
II Larghetto

Il Rondo: Presto

IV Moderato e maestoso

Edward Elgar: Born in Broadheath (near Worcester), England, June 2, 1857; died in
Worcester, February 23, 1934

After the death of Beethoven in 1827, composers throughout the remainder of
the nineteenth century and well into the twentieth came to regard the symphony as
the very epitome of a composer’s creative spirit, the genre in which he expressed
his most profound utterances and displayed his sure command of large-scale form.
Some composers feared the severe judgment that might fall upon a less-than-stellar
achievement. Many concertgoers today know that Brahms famously delayed bring-
ing forth his First Symphony until he was past forty. Elgar delayed even longer.
This composer was 51 when he finally produced a symphony in 1908. Like
Brahms’s First, Elgar’s First was a great success and inspired its composer to write a
Second in short order. Sketches for some of the ideas date back to 1903 and 1904,
but the real work was undertaken in late 1910 and early 1911. Elgar conducted the
Queen’s Hall Orchestra in the first performance on May 24, 1911. The score was
dedicated to the memory of the late King Edward VII.

“I have written out my soul in the Second Symphony,” Elgar wrote to a friend.
Indeed, the listener grasps this sentiment immediately in the opening gesture — a
great rush of densely scored sound from the full orchestra led by the violins,
marked to be played allegro vivace e nobilmente. A richly contrapuntal texture,
kaleidoscopic orchestration (something changing every moment), and virtuosic
writing, especially from the violins and horns, contribute to the sheer exuberance of
this music. The melodic material is made up not of extended themes but of short, at
times almost epigrammatic fragments that unfold in rapid succession yet assemble
into a coherent whole. Some minutes later, after the first theme group has run its
course, violins quietly begin the second theme group. Elgar marks it to be played
espressivo legato, but the scoring remain rich and dense. Cellos continue with a
singing line in their upper register (dolce e delicato). The exuberant opening materi-
al returns to announce the beginning of the long development section, which con-
tains a passage biographer Michael Kennedy calls a “sinister nocturne.” The
orchestration thins out, the dynamic level is reduced to pianissimo, strings and
horns are muted. Then, writes Kennedy, “cellos in their highest register sing a new
and expressive melody, heart-cry for the unattainable.” Elgar himself called it a
“most extraordinary passage - a sort of malign influence wandering thro’ the
summer night in the garden.” The recapitulation begins with the opening gesture

5/29 B Series



now played fortississimo (fff).

As noted above, the symphony was dedicated to the memory of the recently
deceased King Edward VII, and many early listeners believed that the slow move-
ment was an elegy to their dead monarch. However, parts of the movement had
been sketched years earlier, following the death of one of Elgar’s most cherished
friends, the conductor Alfred Rodewald. The movement is in C minor, as is the
analogous movement in Beethoven’s Eroica Symphony. Following a concert in
March 1924, the critic of the London Times wrote that in this movement “one won-
dered whether any nobler or more beautiful funeral music has been written than
this, which unrolls like some vast tapestry richly woven of purple and crimson
threads.” The marchlike tread of the first theme begins in the eighth bar. Two fur-
ther themes are heard. First is a long-breathed, wide-ranging line for violins played
very softly and sweetly. This develops, grows in intensity, and resolves into a new
theme — broad and noble — played fortissimo by massed brass and strings to
Elgar’s favorite performance direction, nobilmente.

The relatively short third movement is not the expected scherzo but rather a
rondo. It moves with quicksilver fleetness, much like passages from Mendelssohn’s
Midsummer Night’s Dream or Berlioz” Queen Mab Scherzo, but with far heavier
orchestration. The level of virtuosity demanded from the orchestra would cause
even the ears of a Richard Strauss to burn.

With the finale we return to the symphony’s home key of E-flat major, not
heard since the end of the first movement. Three themes, all typically Elgarian in
their broad, spacious, noble yearning (only the third is marked nobilmente, but the
term could apply to all three) present a scenario of pomp and majesty. The devel-
opment section is notable for its blazing virtuosity. The sweep and power of the
recapitulation lead one to believe the symphony is headed for an ending of trium-
phal splendor, but Elgar has other ideas. Much like Brahms’s Third, one of Elgar’s
favorite symphonies, Elgar’s Second brings back a quiet reminiscence of its opening
theme and ends in the gentle glow of resignation and sublime dignity.

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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