7, 1, 1, 71
Aa As Ao o

Alan GILBERT

Principal Guest Conductor

732 FILIN—h

BHREEEES

\ 5

FEEFEZBEIEES. NDR I T0)L (bR VEGRE) EFEEE. A01—TY
FUFBREZREE, O V)L - AMNIRIVL - Ta)UERIEES,

2017 EFT8Y—RUIIhfc>TZa—3—7 - T SREEZHKD., =irtELS
ZEHMHE<FHI SN E. N)LUY - Toa)by O VI - DVEILVIMNIRDE, Ya29—Y
ARL - RURT Y. SA Y« - BI7VNN\DRE, NUE, JU—T0SURE, R
hE TJaSTIVTATERENTERENICEE, 7 XSTRIXNORUY VHREILE. O
VEBILABBNE. =5/ - AASE, BUiN— - F—/V— (RURFY), Fa—UcHE
BRENBHUL, XFORUIVRBIBEDDVD [ROI— - Ph=wT] (Sony
Classical). =% - JU=7ED CD [RI L] (Decca) THS=—E%ES,

EEL(F 2011 F£7BICHYISE. 2018 F4BICEREE EEEE T, 2021 F12 8.
HEEFERBIEEELLCOMHER (2025 F£38FT) HHEEXIN/.

Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR
Elbphilharmonie Orchester, Music Director of Royal Swedish Opera, and Conductor Laureate
of Royal Stockholm Philharmonic. He was also Music Director of New York Philharmonic
between 2009 and 2017. Gilbert makes regular guest appearances with orchestras includ-
ing Berliner Philharmoniker, Royal Concertgebouw Orchestra, Sachsische Staatskapelle
Dresden, Gewandhausorchester Leipzig, Orchestre de Paris, Cleveland Orchestra, Boston
Symphony, and Philadelphia Orchestra. He has appeared at Metropolitan Opera, LA Opera,
Teatro alla Scala, Semperoper, and Oper Zirich, among others. TMSO announced that the
term of Gilbert as Principal Guest Conductor was prolonged until March 2025.
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Sat. 15 July 2023, 14:00 at Suntory Hall

1518 @ 75>/ - F)U/V—D  Alan GILBERT, Conductor
7/ @ FUL- )L T A/ Kirill GERSTEIN, Piano
SN AVH—RIRI— @ 7J<§ £ Axira MIZUTANI, Guest Concertmaster
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Nielsen: Helios Overture, op.17

Tt EEES5ES op.50 (B34%)
Nielsen: Symphony No.5 op.50

| Tempo giusto - Adagio
Il Allegro - Presto - Andante poco tranquillo - Allegro

A8 / Intermission (20 %)

SOXRZ) D E7 /HEE38 Z525 op.30 “sm)

Rachmaninoff: Piano Concerto No.3 in D minor, op.30

I Allegro ma non tanto
Il Intermezzo: Adagio
Il Finale: Alla breve
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Born in the former Soviet Union, Berlin-based American pianist Kirill Gerstein combines the
traditions of Russian and Central European music-making with an insatiable curiosity. His
solo, chamber, and concerto engagements have taken him all over the world. Among this
season’s highlights, he presents 3 major residencies: Symphonieorchester des Bayerischen
Rundfunks, at home and on tour, with Gilbert, Harding, Manacorda, and Erina Yashima,
London’s Wigmore Hall with a three-part concert series Busoni and His World, and Aix-en-
Provence Festival's 2023 Artist-in-Focus, leading the chamber music Academy, a cabaret
evening with HK Gruber, and Rachmaninoff's Third Piano Concerto with LSO. His most recent
recording, released in June 2023, is an homage to Rachmaninoff with Berliner
Philharmoniker and K. Petrenko.
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Program notes by Robert Markow

Nielsen:
Helios Overture, op.17

Carl Nielsen: Born in Nogrre-Lyndelse (near Odense), Denmark, June 9, 1865; died
in Copenhagen, October 3, 1931

Carl Nielsen represents to Denmark what Grieg does to Norway and Sibelius
to Finland — his country’s most famous composer. In fact, Nielsen was born in the
same year as Sibelius, 1865.

Nielsen had a voice all his own, but he grew up in an era that included so
many attention-grabbing personalities — Debussy, Bartok, Mahler, Ravel, Satie,
Schoenberg, Busoni, Strauss, Stravinsky, Varése, etc. — that there was little room left
in the international consciousness for conservative music written by a quiet, simple
man in Copenhagen. But times change, and the Nielsen ratings are now significant-
ly higher than they were just a few decades ago. A preoccupation with landscape
and the beauties of nature is found in the music of all three Nordic composers just
mentioned. But unlike the grim austerity of Sibelius’ music, much of Nielsen’s output
is invariably sunny, warm and relaxed. The Helios Overture is typical in this respect.

“Helios” is the Greek word for sun, and that is precisely the subject of this pro-
grammatic overture. In 1903, Nielsen’s wife, an accomplished sculptress named
Anne Marie Brodersen, won a scholarship to study Greek art on location. The cou-
ple spent the year in Athens, where they lived in a home overlooking the Aegean
Sea. The Conservatory there gave the composer a room with a view of the
Acropolis. With Nielsen’s love of the great outdoors and natural beauty, it was
almost inevitable that he would be affected by the quality of the Mediterranean
sunlight as compared to what he experienced in his native land. Thus was born the
idea of the Helios Overture. In it, Nielsen traces the course of the sun across the sky,
from dawn to twilight. In his own words, we are to imagine “Silence and darkness —
then the sun rises with a joyous song of praise — it wanders its golden way — and
sinks quietly into the sea.” The Helios Overture can also be enjoyed as a self-suffi-
cient sonata-form movement laid out in the classical mode with contrasting themes,
development and recapitulation, all framed by a slow introduction (sunrise) and
epilogue (sunset).

The first performance was given on October 8, 1903 in Copenhagen by the
Royal Danish Orchestra conducted by Johan Svendsen.
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Nielsen:
Symphony No.5, op.50

I Tempo giusto - Adagio
II Allegro - Presto - Andante poco tranquillo - Allegro

Carl Nielsen, like his Finnish counterpart Sibelius, ranks as one of the leading
symphonists of the early twentieth century. His six symphonies are programmed fre-
quently (especially the Fourth and Fifth) and appreciated for their fresh approaches
to old forms, for their deeply ingrained spirit of humanity, vital energy, and ingratiat-
ing charm. The Danish scholar Robert Naur has explained Nielsen’s individual style
and affirmative outlook in these words: “No one listening to Nielsen's life work can
harbor the slightest doubt that the composer was a man familiar with conflict, the
chasms of the human mind, and with human conditions.”

Nielsen worked on his Fifth Symphony throughout 1921 and finished it in mid
January of 1922. A few days later, he conducted the first performance in
Copenhagen on January 24. It does not bear a suggestive subtitle, yet the music
easily lends itself to one. Nielsen himself left no clues. Each listener can freely
invent his or her own, for the score is filled with conflict, confrontation, intrusion,
questing, drama, resolution and triumph. Though only about 35 minutes in length,
it seems to take us on a long, varied and fulfilling journey, simultaneously indefinite
yet deeply personal.

The symphony opens with quiet murmuring in the violas, an ostinato pattern
that will continue for more than one hundred measures. Bassoons present a wan-
dering theme to which horns, flutes and clarinets in turn make contributions. Muted
violins introduce the flowing second theme. The mood remains gentle, pastoral,
uneventful, until the entrance of the snare drum, which beats out a tattoo that will
persist for much of the remainder of the movement. Over and over it presents the
same rhythmic figure — relentlessly, insistently, almost obsessively — accompanied
for much of the time by triangle, suspended cymbal and timpani. Conflict and con-
frontation are now in the air. The mood turns ugly, even violent.

Intrusions from the percussion are temporarily halted first by a passage for
bassoons and horns, and later by a warmly caressing new subject in the mid-range
instruments of the orchestra (divided violas and cellos, bassoons, homns), the Adagio
section of the movement. But the percussion return in force while the rest of the
orchestra surges on gallantly. By the end of the movement, one senses an uneasy
truce has been declared as the dialogue for snare drum and solo clarinet fades into
the distance. Musicologist Michael Steinberg evocatively describes the role of the
snare drummer as “improvising in a manner as though determined at all costs to
break up the performance.” At one point Nielsen even instructs the snare drummer
to play at will, to hammer out anything he pleases. “It takes the full, ferocious force
of the orchestra to silence him,” continues Steinberg, “but even in the epilogue to
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this movement, with the still-small voice of the clarinet heard across a motionless
G-major chord in horns and strings, the remembrance of the threat stays with us.”

The first half of the symphony has left us disturbed and in search of resolu-
tion ( “a frightening vision of madness and of the invasion of order by disorder,” as
Steinberg sees it). The second half takes off with a joyful, energetic Allegro, densely
polyphonic and supported, like the symphony’s opening, with its own two-note osti-
nato pattern, this one initially in the low-range instruments. But resolution is not yet
at hand. Two fugal episodes, each based on some aspect of the melodic material
already presented, intervene and run their courses: the first one (Presto) fast and
skittish, a tour de force of orchestral virtuosity; the second (Andante poco tranquillo)
calm and lyrical. The music eventually returns to the movement’s opening Allegro
in a kind of recapitulation, much condensed in time but expanded in the feeling of
resolution, confidence, triumph, and pure exaltation.

Rachmaninoff:
Piano Concerto No.3 in D minor, op.30

I Allegro ma non tanto
II Intermezzo: Adagio
Il Finale: Alla breve

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

In 1909, the 36-year-old Rachmaninoff was at the height of his career as com-
poser and pianist. It was time to conquer America. For this important visit he com-
posed his Third Piano Concerto, which he wrote during the summer months at his
country estate, Ivanovka. In October he set sail for the New World but, not having
had time to learn the piano part, he resorted to practicing on a “dumb” (silent)
piano he took on board with his baggage. The concerto was greeted warmly,
though not rapturously, at its premiere on November 28, 1909, with Walter
Damrosch conducting the New York Symphony Orchestra. As soloist Rachmaninoff
also performed the concerto with Gustav Mahler conducting the New York
Philharmonic, on which occasion Rachmaninoff was enormously impressed with
Mahler’s abilities as a conductor.

The Third Concerto proudly carries a reputation for being one of the most dif-
ficult, expansive, brilliant and romantic in the repertory of piano concertos. It is also
one of Rachmaninoff’s longest and structurally most complex orchestral works.
Many of the concerto’s melodic ideas have their seeds in the opening motif. In
addition, there is a strong interrelation between the movements, as material in each
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movement recurs in varied form in succeeding movements. In mood and style, the
music is thoroughly grounded in the nineteenth-century Russian romantic tradition.

The Concerto opens with a disarmingly simple theme. Rachmaninoff said that
it “wrote itself ... I wanted to ‘sing’ the melody on the piano, as a singer would sing
it.” However, a musicologist-friend of the composer, Joseph Yasser, believed the
theme was derived from an ancient monastic chant of the Russian Orthodox
Church, a claim Rachmaninoff denied. The second subject consists of a gently play-
ful staccato idea for the orchestra answered by the soloist, from which evolves a
broadly lyrical theme in the piano. The development section begins as did the
opening, with the soloist becoming increasingly predominant. A cadenza of prodi-
gious difficulty and enormous proportions contains within it the movement’s reca-
pitulation, a most unorthodox procedure. An alternate view holds that the recapitu-
lation consists only of the brief epilogue beginning with the restatement of the
opening bars of the movement, shared by piano and orchestra. Musicologist
Michael Steinberg consolidates the two positions by observing that “the leisurely
singing of the melody leads with extraordinary compressions and encapsulations to
a final page in which fragments of themes ghost by in a startling amalgam of epi-
gram and dream.”

The slow movement reveals Rachmaninoff at his most melancholic, rhapsodic
and nostalgic. The languid principal theme is reworked though a series of varia-
tions, a simple enough procedure in view of the structural complexities of the outer
movements. This fact, as well as the generally more relaxed mood, may well have
been responsible for the movement’s title “Intermezzo.” Near the end is a faster,
scherzando passage whose woodwind lines are melodically related to the first theme
of the first movement. The darkly melancholic mood of the closing pages is abrupt-
ly banished by a brilliant flourish, and the third movement is launched without
pause.

Themes as well as rhythmic patterns of this expansive finale are largely
derived from or related to material of the first movement. The finale abounds in
energetic rhythms, bravura flourishes, scintillating passage work and brilliant effects
for soloist and orchestra alike, although Rachmaninoff does not fail to include a
characteristically lyric, soaring theme as well. The long coda provides a fitting con-
clusion to a grandiose concerto.

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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| Allegro maestoso
Il Romance: Andante cantabile
Il Rondo: Allegro vivace
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Stefan DOHR
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“King of his instrument” , Stefan Dohr is widely regarded as one of the world's greatest horn
players. In addition to being Principal Horn of Berliner Philharmoniker, Stefan has collaborat-
ed as a soloist with conductors such as Rattle, Abbado, and Barenboim. He has performed
with orchestras including Berliner Philharmoniker, Los Angeles Philharmonic, and NHK
Symphony. Stefan is a permanent member of Ensemble Wien-Berlin and Philharmonisches
Oktett Berlin. He has appeared at Lucerne, Salzburg, Rheingau, and Baden-Baden Festivals.
He studied in Essen and Cologne, starting his professional career at the age of 19 as Principal
Horn of Frankfurt Opera. He held the position of Principal Horn in Orchestre Philharmonique
de Nice, Deutsches Symphonie-Orchester Berlin and Festival Orchestras of Bayreuth and
Lucerne before taking up his current post in 1993. Visiting Professor at Royal College of
Music, Sibelius Academy, and a permanent faculty member at Karajan Academy and
Hochschule fir Musik Hanns Eisler Berlin.
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Program notes by Robert Markow

Webern:
Im Sommerwind

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

When Anton Webern’s name comes up, it is usually in the context of
advanced twelve-tone music, serialism, and intensely concentrated, aphoristic musi-
cal utterances. Im Sommerwind, however, is totally unlike most of Webern’s other
music, and shows virtually no trace of the direction the twenty-year-old composer
was destined to take soon after writing it in 1904. It requires a large orchestra, and
even bears a key signature. Im Sommerwind opens quietly with a luxuriant D major
chord spread across the entire string section, much as Mahler’s First Symphony had
a few years earlier. Shortly after finishing the score Webern began studying with
Arnold Schoenberg, and turned his back on previously-written material. Im
Sommerwind was never published or performed during Webern's lifetime. Eugene
Ormandy conducted the Philadelphia Orchestra in the world premiere, which took
place in Seattle as part of that city’s World’s Fair on May 25, 1962 during a three-
day Webern festival organized by Hans Moldenhauer, who had discovered the
score the year before in the possession of the composer’s daughter.

Moldenhauer, in a preface to the published score, described Im Sommerwind
(In the Summer Wind) as “a paean to nature, an impressionistic description of a
summer day in woods and fields.” Indeed, the composer himself was inspired to
write the work as the result of idyllic summers at his parents’ country estate at
Pregelhof, in the Carinthian district of Austria. Webern’s sister wrote: “We [she and
Anton] spent the whole day in the meadows, fields, and forest, riding in a small
wagon which we took turns pulling.--- Pregelhof’s almost magical charm remained
an inspiration to the composer for many years.”

Webern’s direct inspiration for /m Sommerwind came from a poem by the pan-
theist, novelist, dramatist, and religious philosopher Bruno Wille (1860-1928). The
poem comes from Wille’s novel Offenbarungen eines Wachholderbaums (Revelations
of a Juniper Tree), published in 1901. Moldenhauer spoke of Webern’s “intense
nature worship,” so it is hardly surprising that he found spiritual kinship with Wille’s
poem. The score is peppered with performance directions like feierlich (solemnly),
weihevoll (filled with the spirit of consecration), and so zart wie moglich (as sweetly
as possible). At the climax of the fifteen-minute score Webern writes aufjauchzend
(shouting out joyfully). Im Sommerwind does not attempt to recreate the sounds of
nature, but rather to stir an emotional response to the beauty of, and a pantheistic
reverence for nature, using Wille’s poem as “a sort of spiritual springboard,” as
musicologist Paul Horsley calls it. In its lushly textured writing, romantic persuasion,
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large orchestral forces, and dense counterpoint, it might almost be mistaken for a
score by Richard Strauss.

Mozart:
Horn Concerto No. 4 in E-flat major, K.495

I Allegro maestoso
I Romance: Andante cantabile
I Rondo: Allegro vivace

Wolfgang Amadeus Mozart: Born in Salzburg, January 27, 1756; died in Vienna,
December 5, 1791

It used to be so simple: Mozart wrote for solo horn and orchestra a Concert
Rondo and four concertos. Period. But recent Mozart scholarship has considerably
complicated the issue. The so-called Concerto No. 1 in D major, K. 412 (the only
one not in E-flat) is missing a central slow movement, and its rondo movement has
been identified as a separate composition, which now bears its own Kochel number.
Fragments of still another concerto have come to light; these have been stitched
together and performed by horn player Barry Tuckwell, and are believed to be
Mozart’s first attempt at a horn concerto. Combined with the above-mentioned
Concert Rondo, K. 371, these produce another two-movement concerto. Adding to
the confusion is Mozart scholar Alan Tyson’s recent confirmation that Concerto No.
3 (K. 447) followed No. 4 (K. 495) in order of composition.

None of these musicological musings need deter the listener from fully enjoy-
ing the delights of K. 495. The Concerto breezes along with infectious gaiety, good
humor, scintillating virtuosity and melting beauty. Like most other Mozart concertos,
it was written for a specific performer, Joseph Leutgeb (1732-1811), one of the fore-
most horn players of his day. Leutgeb, like Mozart, was born and raised in Salzburg,
and became a close friend of the family; both musicians also eventually settled in
Vienna. They remained lifelong friends. Throughout the 1780s, all of Mozart’s
works for solo horn, were written for Leutgeb. The closeness of their relationship
can readily be seen in the sheer quantity of music Mozart wrote for his friend; no
other instrument save violin and piano is treated as generously as the horn in
Mozart’s concerted works.

The first movement combines melodic appeal with formal idiosyncracies. The
opening theme is grand and imperious, far more so than in any other of Mozart’s
horn works. Yet the horn never plays the theme in its original form. The suave, ele-
gantly lyrical second theme follows closely.

The slow movement is a Romance, as were those in the other E-flat horn con-
certos. Here again, Mozart surpasses his previous efforts in the soloist’s long, spun-
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out melodic thread, which requires the utmost in breath control. Pianists may recog-
nize this music as melodically akin to the Andante of the Sonata in F major for
piano four-hands, K. 497, which Mozart wrote a few weeks after the concerto.

The Finale, like its predecessors, is again a galloping rondo in 6/8 meter,
evocative of the hunt and containing the catchiest tunes of the concerto.

R.Strauss:
An Alpine Symphony, op. 64

Night - Sunrise - The ascent - Entry into the forest - Wandering by the side of
the brook - At the waterfall - Apparition - On flowering meadows - On the
Alpine pasture - Lost in the thickets and undergrowth - On the glacier -
Dangerous moments - On the summit - Vision - Mists rise - The sun gradually
becomes obscured - Elegy - Calm before the storm - Thunder and tempest;
descent - Sunset - Waning tones - Night

Richard Strauss: Born in Munich, June 11, 1864; died in Garmisch-Partenkirchen,
September &8, 1949

Richard Strauss’s colossal Alpine Symphony is one of the most remarkable
works ever created to portray nature in sound. In this richly descriptive piece of
program music, the composer depicts every aspect of the ascent and descent of an
Alpine peak over the span of twenty-four hours.

To achieve his goal, instruments are combined in unprecedented variety and
pushed to the extremes of their range. Utmost virtuosity and stamina are required
from every player.

Strauss loved the Bavarian Alps, where he eventually built a villa in Garmisch-
Partenkirchen, but he was never much of a mountaineer. Nevertheless, at the age of
fourteen, he once spent a day with some friends climbing a mountain, and later
wrote to Ludwig Thuille (a friend who missed the expedition) in terms that closely
parallel the events described in the composition he was to write more than thirty
years later: departure in the wee hours of the morning, the long climb to the sum-
mit, getting lost, a violent thunderstorm that thoroughly drenched everyone, drying
off in a farmhouse, and returning home after dark. Strauss completed the score on
February 8, 1915, and conducted the premiere himself in Berlin on October 28 of
that year.

Although nominally a symphony, this work is a symphonic poem (like Don
Juan, Till Eulenspiegel’s Merry Pranks or Ein Heldenleben) in all but name. One per-
ceives it not as a series of movements in the standard symphonic format (slow
introduction and allegro first movement — slow second movement — scherzo third
movement — finale and coda), though attempts have been made to force it into this

7/19 A Series & 7/20 Special



Procrustean bed, but rather as an extended fantasia built on the Lisztian principle
of thematic transformation within the context of a story line or pictorial description.
Actually, the Alpine Symphony is something of an anomaly in Strauss’s career. It
appeared more than a decade after he had written his most recent symphonic
poem, Symphonia domestica, and by 1914, he was securely anchored in a career in
the opera house, with six operas to his credit, three of them huge successes (Salome,
Elektra and Der Rosenkavalier). For his valedictory effort in the world of symphonic
poems, Strauss created his biggest, most extravagant and most sensational of all,
the Alpine Symphony.

Much has been made of the frankly, even graphically descriptive nature of this
music, and it has its detractors for this reason above all. But Strauss himself saw
things differently: “There is no such thing as abstract music; there is good music
and bad music. If it is good, it means something; and then it is program music.” The
listener is of course free to listen to the Alpine Symphony as he or she chooses: as a
succession of landscapes and weather conditions in sound, as the composer’s artis-
tic affirmation of Nature, as a metaphor of Life as a mountain which Man must
climb, or simply as abstract music.

Listeners will have little difficulty identifying the various scenes and events as
they pass by. Nevertheless, a few pertinent remarks can be made: The deep silence
of the “Night” is heard in thick, dark, B-flat minor chords; at times every note of the
scale is being sustained. Against this opaque sound, low brass instruments present
the first of many statements of a solemn chordal theme suggesting the massive,
imposing mountain in all its stern majesty. “Sunrise” uses as its melodic material a
bright, A-major derivation of the descending minor scale from the “Night” section.
When the climbers begin their ascent, another principal theme, strongly rhythmic, is
heard at the allegro entrance of lower strings, climbs to successively higher levels,
and is worked out in elaborate counterpoint. A hunting party is heard in the dis-
tance, represented by an off-stage brass ensemble. (Strauss surely got this idea from
similar scenes in Wagner’s Tannhduser and Tristan und Isolde.)

As the climbers continue their journey, orchestral colors, textures, and melo-
dies depict thickening foliage, bird calls, yodels, waterfalls, the apparition of a water
sprite, expansive flowery meadows, herds of cattle (the idea to use cowbells here is
possibly derived from Mahler’s Sixth Symphony), idyllic calm and beauty of the
slopes, the slippery surface of a glacier (chromatic, “sliding” trumpet writing), the
climbers transfixed by the awesome view from the summit, haze obscuring the sun,
ominous stillness and calm before the storm, distant flashes of lighting, isolated
raindrops (oboe), thunder, the fury of a blinding storm enhanced by a terrific explo-
sion from the thunder sheet at the climax, the nostalgic glow of sunset, spiritual
tranquility at the end of a fulfilling day, and finally, the gloom of night once more as
the noble mass of the mountain recedes into darkness and memory twenty-four
hours after we first encountered it.

For a profile of Robert Markow, see page 14.

7/19 A Series & 7/20 Special

25





