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Kazushi ONO

Music Director
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HEHSKIUTUavt)b - TAIUN—FEZvIDEREE, HENBIEA RSEMES,
1987 ERAAZ—ZERIEEE I VI —IVEE. TNETIC. HFIOUT T/ BREE.
HEEEE. FERJqVETERE R - £8EEE). h—ILRV—I  N—=FTUMiL
BIEEEMEE. TREIE (NUF—TIHEE) SEEE. 7)bho—0-FRHZ—-=-
T4VEREREEEE. D VAENUIAVREISEREERES. N0 EEREEE
FEfE. 7oV AMETRAE. SHEHERESELSH., XEHE.

2017 58, KBFNTHIFREVEUIVIBIRIE. AV I—FVaF)b - AR5 -
PO—RT [REFARSNDR 2017] ZERF. BEIF 2017 F6H. JSVAMMK
WEMSUEEIE (474 V 1] #RE &UIVmHSUIaVmERIXS ILERS SN,

2019 ~ 21, BSHEREUCEB OV IIN [ARSTE DM 2019-20
Japan & Tokyo & World] T [ry—Z Ry [Z2)bNILIDTA AI—IH—]
ZIEE. EDICEE RN NBE R REREBEETAIL. FIEILBIETIE 2019 FLIE.
FOAtEE [4850855]. AKX [FILRTRYDE], EBB—/ [R—/N\—IJzil] &
HMRE. ZUT [DIbFa—U] [HILAV] [RUPREAUTVR] [RUZ - TRy /7]
EEEBIEERAQICFRNTTC,

2023 5 B, fEHIRNILT (Y - ¥IOVICED [APORUR] BREBEISEI VY —~
THRUBZIBEL. BIED ISV ATEERIINEWNZ, 6 ~ 7 BICEHEILLSEE
25 AEY—XUDfHIEIELT EESNE [T - RI—L] =8, wEEEU,

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.
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Sat. 7 October 2023, 14:00 at Suntory Hall

1518 @ KEFFAI Kazushi ONO, Conductor
E7/ @ BEREHER mao FUIITA, Piano
AN AVY—I 2T — @ KE 52 Aira MIZUTANI, Guest Concertmaster

TS5—LRA E7 /G2 18 25850 op15 @39
Brahms: Piano Concerto No.1 in D minor, op.15

I Maestoso

I Adagio

I Rondo: Allegro non troppo

AE8 / Intermission (20 9)

RS —T BN 7 8 585 op.70 G79)
Dvorak: Symphony No.7 in D minor, op.70

I Allegro maestoso
I Poco adagio

I Scherzo: Vivace
IV Finale: Allegro

T - REMEEANRREZERKL
&I RR. RRBHUEEES

BRI PEDOR/B T,

10/7 Special 11



12

10/7 Special

Mao FUJITA

Piano

iiJ‘ y ©Dovile Sermokas

2017 %, R 18K THE 27 @ISS - N\RAF)VERET / - OV T—ILEE. oD
BT [EHEHETRE] [BRE] RICHE] OFFIEZRE. 2019 FFv/ITA+F—
ERIVT—IVTE2MZZE, VYTV VERER, JTIEIEER IT0VN\NSER
BEKR T 0Ov7  IVFTOVERET /BER. VT VIUBERREFEREER
NEHWICHE, 2023 F18. A—xF—  R=)LICTR—ILEEOVO - UTAI)L -
FEa—, BESH. BEEBUYAILR - v —KWNBSZS5/ - AATET()LEDI—
Ow/\V - Y7—ZgEE, BFE7A. 9«7 E7 - R—JLICTSHBICDZ? [E—Y7F
WS EP /- VFI2MY«TIVA] ZRfE. 2023/24 =X VITIE. NA TIVVRBOXE,
Dq—2E OYVEIVR - T4)b. FxD - Ta)b. TIVITIVNBGREICTE 21— T
URNT - TwyzyNNw\ PYRUR - RV VR, VT - VI TRF SNT - Iv,
JrIU— - RELY DLV IIBBEC BN S DERDEL,

2021 F 1M B, VZ=I3VAI - AVI—FaF)LEFRLVI—T 1T DRILF
FIVINLEZREREL. 2022 £ 10 BICE [E—Y7ILhE7 /- VFI2EE] #JU—
Ro HEE(F 2017 F 10 BICHHE. SON4EEDHESLRS.

Mao Fujita was born in Tokyo in 1998. He won the 1st prize at Concours International
de Piano Clara Haskil in 2017 and the 2nd prize at International Tchaikovsky Competition
in 2019. Mao made his Carnegie Hall debut in a recital sponsored by the hall in January
2023. In May of the same year, he successfully completed a European tour with
Filarmonica della Scala, led by music director Riccardo Chailly, and in July he presented a
five-day “Mozart: Complete Piano Sonatas™ at Wigmore Hall. Mao has performed with
conductors such as Christoph Eschenbach, Andris Nelsons, Marek Janowski, Lahav Shani,
and Vasily Petrenko. He signed a multi-album contract for exclusive recordings with Sony
Classical International in November 2021, and released “Mozart: Complete Piano
Sonatas” in October 2022. Mao first performed with TMSO in October 2017 and this is
their fourth time performing together.
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J5—ALRX:
77 /i EHE1E 585 op.15

INKATT—LA(1833~97) 32T /1 thZ TR L7z. 56 13 ITHIH.
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bo FHIE I BRI ES TR OREN 2 E BRI H B2, B
ORENETVIHESELOEVWIBLRAAE, THUTHT RIERBET ) -
— DWW (FTIZEHSENZET Z AN 512 T 5 — LA S TIIOF I H
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HoEH ORISR P SHRIME L THESNIZO TR o7z, HHDE
2B T VROV FY T, THIZI8SAERIERSNI-DOIEN, 7T — LA
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BB TET, 18554FICE 7 /I ZTHcE T CEICLizDTH D, 18574
TR BT FOBRIEETICFELILSIN TS,

ZOEIEIRERIT R 2 H0. Bho 2Ry FBRIO2EET  HD
VFIZDHDOBHRLTNALOICERETO UL AIHSP TR NEZ AN
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Vol ZEIEEEWZRL, IOV FYDOE2RBIIHL LT ¥ —TallEZ LB R
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A FANVAL TN

COEROEMPICHIE. Bax XD HBELT<hZB ATV s Y a—7
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a—vrDFEITT(1819 ~ 96) I T BN BEOBIFITE L T\ iz, 5
L7z 8 ORI % C OO BB S FERERNITHE T 2 2 &3 TE WA, IR
WEHE2RBICOVWTT T—LAEGD VT TDOEBREBRNTNEIEREZTDH,
ZOMEFDIBITIEEBE O OREA B VAU SN TWAZEIEEBETE W
7255,

WZEAHEVI VY IVTIZEBI EB N Z B 5D 7 F O RRIE RIS — R R
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FIRE OVR/7LZO- /v -bOvR =5 HEGaEn2FEEZ D
LIBERHZTVE, BBIEZERAOEREI-FTHAMDIESN S,
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Program notes by Robert Markow

Brahms:
Piano Concerto No.1 in D minor, op.15

I Maestoso
I Adagio
I Rondo: Allegro non troppo

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

Brahms’s First Piano Concerto grew out of his initial attempt, at the age of
twenty, to write a symphony. Originally the work was conceived as a four-move-
ment sonata for two pianos, but Brahms declared that “even two pianos are not
quite enough for my needs.” So, with the help of his friend Julius Grimm, Brahms
tried to turn the sonata into a symphony. His difficulty with the orchestration led to
a compromise suggested by Grimm: a piano concerto. The original Maestoso and
Adagio movements were retained as the first and second movements of the concer-
to, and a new rondo-finale was written. Brahms finished the first version of the
complete concerto in 1858, and the premiere took place the following year in
Hanover with the composer at the piano and his friend Joseph Joachim (the famous
violinist) on the podium.

The concerto is among the most grandiose and majestic ever written, and at
nearly fifty minutes in length, one of the longest as well. The piano part is prodi-
giously difficult, though it often becomes closely woven into the orchestral fabric,
where it loses its soloistic role. Hans von Bilow called this concerto a “symphony
with piano obbligato.” The point was overstated, of course, but the orchestra’s
importance in the concerto far exceeds that of many nineteenth-century concertos,
where the orchestra functions as a mere backdrop for a flashy virtuoso soloist.
These qualities helped ensure that the concerto would be received with response
ranging from cool to outright rejection. From the viewpoint of the twenty-first cen-
tury, we can nod in silent appreciation when Abraham Veinus writes: “The currents
set in motion by Wagner and Liszt governed the last tide that washed upon the
modern world. As nineteenth-century music rolled to its denouement, it carried
Brahms with it as an aloof and disinterested passenger, regarded by the respectful
as a learned iconoclast and by the impatient as a bewhiskered anachronism. The
works of Brahms are the tremendous and impassioned utterances of a prophet with
no future to predict, with only the splendors of the past to recreate and humbly
worship.”

Although Brahms’s music evokes images of towering strength and monumen-
tality, it is worth noting that, with the exception of an extra pair of horns, his
orchestra for this concerto is no larger than that for Mozart’s Overture to The
Marriage of Figaro or for Beethoven’s First Symphony, both composed well over
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half a century earlier: two each of flute, oboe, clarinet, bassoon, horn, trumpet and
timpani, plus the normal string section.

The opening is one of the most famous in the entire concerto repertory. The
arresting impact of thundering timpani and the stormy turbulence of the first theme
immediately proclaim the broad symphonic sweep, the dark passion and the ele-
mental grandeur of this movement. In his biography of Brahms, Walter Niemann
wrote: “Never before, not even in Beethoven, has any instrumental concerto struck
such a wild note of passion and revolt, indeed of demonic terror, as this first move-
ment.” The wonderfully serene, even devotional mood of the Adagio movement
provides just the contrast needed for the drama of the first. The finale, a rondo
movement, is, like the first, built on a massive scale out of rugged, dramatic materi-
als and sweeping musical lines.

Dvorak:
Symphony No.7 in D minor, op.70

I Allegro maestoso
I Poco adagio

Il Scherzo: Vivace
IV Finale: Allegro

Antonin Dvofdk: Born in Mihlhausen, Bohemia (now Nelahozeves, Czech
Republic), September 8, 1841; died in Prague, May 1, 1904

The New World may be the most famous of Antonin Dvofdk’s nine sympho-
nies, but many consider the Seventh in D minor to be his greatest. The composer
himself had no small opinion of this symphony, and succeeded in doubling the ini-
tial price offered for it by his publisher Simrock. It is hardly surprising that the sym-
phony turned out so well, for Dvordk was spurred on by several important factors.

In 1884, the Royal Philharmonic Society of London conferred on him an hon-
orary membership, in conjunction with which came a commission to write a new
symphony. Dvordk’s fame and international stature were by now considerable, and
wanting to maintain this standing, he put his best effort into the work. He even
stated that his intention was to write a symphony “which must be such as to shock
the world.” London figured prominently in Dvordk’s travels (1884 marked his third
visit there), but he was a Bohemian nationalist at heart and wanted his music to
bring fame and glory to his homeland. (The jaunty rhythmic pattern of the third
movement is a splendid manifestation of the native blood coursing through his
veins.) His ambition to do his absolute best was also stimulated by the Third
Symphony of Brahms, which Dvofdk considered the finest symphony of recent
years. Dvofak’s new symphony was written in Prague in the short space of three
months. The world premiere was given by the London Philharmonic on April 22,
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1885 with the composer conducting. Dvofdk wrote to Simrock that “it had an
exceptionally brilliant success,” a view upheld in the press.

The Seventh is the darkest, most intense and most serious of Dvordk’s sym-
phonies. A sense of inner tragedy and reserved strength pervades throughout, a
quality perceived right in the ominous opening theme in the lower range of the vio-
las and cellos. This theme almost immediately shows its capacity for spawning new
material; following a quiet echo in the clarinets, the theme almost continually trans-
forms itself, metamorphosing into a jagged twisting affair, then into a lyrically
sweeping motif for the solo horn before culminating in a magnificent outburst for
the full orchestra. All this may be considered the first theme group, which is con-
trasted with the more pastoral second, a gracefully flowing theme in B-flat major
presented by the woodwinds. From these ideas Dvofak then continues to weave a
tautly constructed movement, arranging the fragments and pieces in a mosaic of
superb symphonic logic.

The slow movement opens with an exquisite passage of idyllic charm, scored
for woodwind quartet and harmonized like a Bach chorale. The mood of other-
worldly serenity pervades much of the movement, though there are occasional
emotional disturbances. Donald Francis Tovey found passages of this movement to
equal those of some slow movements in Beethoven and Bruckner symphonies in
their profound and lofty thought.

The Scherzo is propelled by an irresistible dance rhythm, which manages to
be simultaneously graceful and powerful. As an added attraction to this intriguing
rhythmic impetus, a flowing counterpoint in the lower strings is often present as
well (it is first heard in the opening bars). The relentless momentum and dramatic
intensity are temporarily checked during the Trio, which is marked by a relaxed,
playful and folksy character.

Unlike Beethoven’s Fifth or Brahms’s First, this symphony does not trace the
journey from a gloomy, turbulent beginning to a triumphant conclusion. The mood
of dark tragedy and restless defiance continues to the end. Along the way the finale
encompasses moments of passionate lyricism, fearsome resolve and darkly bur-
nished sonorities. Otakar Sourek described this symphony as “a composition of
monumental proportions, unified in all its parts, bold in design, of material without
flaw or fracture, a composition which is one of the greatest and most significant
symphonic compositions since Beethoven.”

For a profile of Robert Markow, see page 59.
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[10th Anniversary of the death of Maestro James DePreist]

Subscription Concert No.983 C Series ——
; | EREmRIS Y — L

2023210814581 14.0082

Sat. 14 October 2023, 14:00 at Tokyo Metropolitan Theatre

EE 0 KEﬁ[Ii Kazushi ONO, Conductor
A4 @ AHFNR)L-TFIAN Isabelle FAUST, Violin
IVH—hIR9— @ KEZESR Tatsuya YABE, Concertmaster

NIXR - UVRR)A - PTEVRA
—N—h—J T4 250 FELRfER— (2020) [BAYNE] (149)
Magnus Lindberg: Absence (2020) [Japan premiere]

A=Y I A AUV GER SR e
Schumann: Violin Concerto in D minor

I In kr&ftigem, nicht zu schnellem Tempo 7758<. RI TRV TVIRT
I Langsam (oFsuchlia
I Lebhaft, doch nicht schnell GaEEEs. ULhLiE<gL

K& / Intermission (20 %)

N—h—TJ 1 TEHE 7 & (K 0p.92 Gs»
Beethoven: Symphony No.7 in A major, op.92

[ Poco sostenuto - Vivace
I Allegretto

Il Presto

IV Allegro con brio

T ABHIEA RSB ERE
WiE  ERE, FREREEEA
v, LR RS RS
B - @t (BOEMSHATESE (BIEDHE)
R 7% BITBUAA DA LERA

JBREE S REEEE PEDE/— T,

TV~ M HRRR (B EERESEBE) 2
RS - BRI P75, SEEF P78 EUBLEL, YOUGSA

v Io—F
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Isabelle FAUST

Violin
AYRIV - T7OR
SrALAUY

©Felix Broede

BEORBEHIREZNUTHITDOULLESE, TUTRADAEICE DV BRBRER
THRODEREZH TL. BLAWERZL/\—K—ELTWS,

LARILS - E=YPILNEBRIFAFVUY - AVIT—ILBRONAZ——EEIVT—
IVTCEEL, —BERNITEEIND. INETIC. N)VUY-Ta)b, RANVE, 3—
OvNEARE. - YIT)b. ISAT)WT - NOvT - =T ANSZEFUHETHHFR
DEEF—TANSE RIW YR, PUNZ—Z, O H—F«4F— N\=F«27\
NPT, YSRAT, TS, TAFTF—TAODREBEEHEBELTNS,

BEOU/N—RU—TIIX . GRBTOY1—NIVEDN\ERHP, REZT KL 1y
Y (BB HF) EORMSTAVRF— (EXOYEE). 7V TONRD (VFS))
EDTIVI =T (HTHME) BEZEELTWVLD, BABRICBBENWICEIEH.
EFERFR=TI - IhTzva, Tovb - Fu—r, FURI A - FI—=AT, b= -
JUOFSDEREE. COFNVEZT - AVTARFUEZHUU—-Z, LWINHFL
FHOZERT. TAa7 IV R=)VEVIT SEIA VEREHCDEZERBLTVS,
After winning the renowned Augsburger Internationale Violinwettbewerb Leopold Mozart
and Premio Paganini at a very young age, Isabelle Faust soon gave regular performances
with the world’s major orchestras including Berliner Philharmoniker, Boston Symphony,
Chamber Orchestra of Europe, Les Siecles and Freiburger Barockorchester. This led to
close and sustained cooperation with conductors like Nelsons, Antonini, Roth, Gardiner,
Harding, Herreweghe, Saraste, Makela and Ticciati. Her vast artistic curiosity includes all

eras and forms of instrumental cooperation. Numerous recordings have been unanimous-
ly praised by critics and awarded Diapason d'or, Grammophone Award, and other prizes.
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NOTXZ - UVEN)LA
7TEVR
—N—h—I T EF50FERIER—(2020) (BAYLE)

LB RNV —bTak - Ty s R=bh—TxERFEETBRE. EDELHIC
TIO—FFBEEID. B, WS Z0EESNIZOLRNEDITEER DI
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37 potzl. TEAITHAPo/z. TNIEHEVICEEIT TS, 2RICTE
BHIEEVZIE, R=b=TzUP5O5[HEITV. JORBREELRLESITHH
L7zB IOV TEICHWET &5/, ZO5IHIREDLSHLEEEHS.,
EDIDIRIPTEDTHAHD. &,

WOZFEPSOFIRIIBHFTICEEDTND, ¥/ - VFF (FH]) op.8la
DOFARIEIIBIT S UVNEIH, REME2FOFE I REOKDDICEOSNS,
78— NI bz CEEBINIC BT 2NASA VORI RIE#IT. ZLT
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Med TR Z2 [ AR AIE | DSHERICEED R I DKLU TERONFEN R S,
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EEBEFEF © 20204
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©Philip Gatward
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VIFTRFI=ZDTFTRIIHEN, T7r—ZFRT, TINITY, NT—EHRM
L7z,

VYRRLA DORIEE FHEO (Feria) (1997). KAk D (Fresco) (1997).
{Cantigas) (1999). BEDzHOHHZEH (2002 ~ 03). (F{% (Sculpture) )
(2005) ZLTIZ IV Ry MBZEH (2002). 22D T 744 5 EM (2006 /
2015). 220FzafpZEil (1999 /2013) &, F—7 AMFEROBBTHHALE
LT3, F72v HAEY - TMLERVDBRLYY - TLEH L TTUI ATEDOEIR
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Magnus Lindberg:
Absence (2020) [Japan premiere]

How do you approach Ludwig van Beethoven for a conversation? For my
part, I wanted to tread lightly so as not to be intimidating or to be overwhelmed.
To find a starting point for the conversation I chose the same orchestral forces that
Herr van Beethoven used for most of his symphonies — double woodwinds, two
horns, two trumpets, timpani and strings — also allowing me to share his alphabet.

What struck me when reading the fascinating Konversationshefte
(Conversation Books) of Beethoven, was how the themes ranged from household
practicalities or where to find the best ‘kaffeehaus’ to sublime philosophical matters.

These sharp contrasts were how he lived, always able to change mood within
a second. Beethoven seemed to be nervously adapted to this: going from the unex-
pected to the next unexpected seemed perfectly natural. So from this I was inspired
to embrace contrast rather than avoid it, with no fear of sharp cuts.

It was not, and could never have been the intention for me as a 21st-century
composer to try and remake a masterpiece a la Beethoven. That would be just ridic-
ulous. But, what I could do was to bring up some Beethovenian quotes, as you do
when politely asking about an idea which your much more experienced colleague
has raised. What does this quote actually mean and how can it be interpreted?

As for quotes from his music, I wanted to only use a few, namely the eleventh
bar of the slow movement in the Piano Sonata “Les Adieux” Op. 81a, the astonish-
ing sequence at the end of the first movement of the Second Symphony with the
rising chromatic bass line covering the entire octave, and the opening chord of the
Finale of the Ninth Symphony.

The utterly modern ‘dissonances’ speak for themselves and the conversation
is happening in the music. As it should.

Magnus Lindberg (August 2020)

World Premiere
2020/10/08 Rotterdam
Rotterdam Philharmonic Orchestra / Lahav Shani

Magnus Lindberg was born in Helsinki in 1958. Following piano
studies he entered the Sibelius Academy where he studied
composition with Rautavaara and Heininen. He made a decisive
move in 1981, travelling to Paris for studies with Globokar and
Grisey. During this time he also attended Donatoni’s classes in {8 &
Siena, and made contact with Ferneyhough, Lachenmann and . @Pm-‘p Gatward
Holler.

Lindberg's output has positioned him at the forefront of orchestral composi-
tion, including the concert-opener Feria (1997), large-scale statements such as
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Fresco (1997), Cantigas (1999), Concerto for Orchestra (2002-3) and Sculpture
(2005), and concertos for clarinet (2002), two for violin (2006 and 2015) and two
for cello (1999 and 2013). Works also include Seht die Sonne (2007), commis-
sioned by Berliner Philharmoniker under Simon Rattle and San Francisco
Symphony, his first choral-orchestral work GRAFFITI, premiered in Helsinki in 2009
and Era (2012) for the 125th anniversary of Concertgebouw.

Lindberg was Composer-in-Residence of New York Philharmonic between
2009 and 2012, with new works including Al Largo for orchestra and Piano
Concerto No.2 premiered by Yefim Bronfman. Further residencies followed with
SWR Radio Symphony Orchestra Stuttgart in 2011-12, and London Philharmonic in
2014-17, with commissions including Violin Concerto No.2 for Frank Peter
Zimmermann. Recent works include TEMPUS FUGIT, commissioned by Finnish
Radio Symphony to celebrate the centenary of Finnish Independence in 2017,
Serenades for the Chicago Symphony and Piano Concerto No.3 premiered by
Yuja Wang and San Francisco Symphony under Esa-Pekka Salonen in October
2022.

Reprinted by kind permission of Boosey & Hawkes

Schumann:
Violin Concerto in D minor

I In kraftigem, nicht zu schnellem Tempo
I Langsam
Il Lebhaft, doch nicht schnell

Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich, July 29, 1856

Schumann’s Violin Concerto is a dark horse among concertos, so dark that it
had to wait nearly a century for its first public performance, and even then that
was in defiance of a ban that it not be performed until 1956. The work was written
in 1853 and sent to the famous violinist Joseph Joachim, who complained of
“dreadful passages” for the solo instrument. In 1858, two years after Schumann’s
death, Joachim decided, with the concurrence of the composer’s widow Clara and
Johannes Brahms, that the concerto should not have a place among Schumann’s
collected works.

When Joachim died in 1907, his son gave the manuscript to the Prussian
State Library in Berlin, with the stipulation that the score not be performed or pub-
lished until at least one hundred years following its author’s death. Through a rath-
er involved and colorful sequence of events, including continued protests from
Schumann’s 85-year-old daughter Eugenie and an encouraging seance with a clair-
voyant, the concerto was finally heard in public on November 26, 1937 with a
German soloist, Georg Kulenkampff, and the Berlin Philharmonic conducted by Karl
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Bohm. Yehudi Menuhin was to have played the world premiere, but Nazi politics
intervened. However, Menuhin trumped the Germans by giving the first perfor-
mance ten days later in Carnegie Hall (with piano replacing orchestra) as
Schumann had written it. (What Kulenkampff had performed was a heavily edit-
ed version prepared by Paul Hindemith.) Menuhin also gave the first authentic per-
formance with orchestra on December 23, 1937 with the St. Louis Symphony.

The first movement is laid out in traditional form with two contrasting
themes, one bold and dramatic, the other imbued with gentle lyricism. The devel-
opment section is devoted exclusively to this second theme, and it is here that solo-
ist and orchestra engage in the only true dialogue of the movement, which other-
wise gives prominence to soloist or orchestra in turn but not together. The slow
movement has been much praised for its songlike character. Brahms thought
enough of it to borrow its theme for his piano variations Op. 23. The finale arrives
without pause, a movement in the dancelike polacca rhythm. Two themes alternate
throughout, each one slightly varied upon each return.

Some complain that the solo writing is ungrateful, that the work has structural
problems, that there is too much darkly brooding material. Others find in the music
passages of great beauty and exaltation. Menuhin praised it for “the same human
warmth, caressing softness, bold manly rhythms, the same lovely arabesque treat-
ment of the violin, the same rich and noble themes and harmonies” as those found
in the Brahms concerto. The ban is off, but performances of Schumann’s concerto
are still uncommon. Henryk Szeryng, Gidon Kremer, Joshua Bell, Baibe Skride,
Thomas Zehetmair, Christian Tetzlaff, and Isabelle Faust have numbered among its
champions, and all have recorded the concerto.

Robert Markow

Beethoven:
Symphony No.7 in A major, op.92

I Poco sostenuto - Vivace
II Allegretto

Il Presto

IV Allegro con brio

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna, March
26, 1827

For sheer visceral excitement, there are few works in the orchestral repertory to
match Beethoven’s Seventh Symphony. Wagner accurately described the essence of
the music by dubbing it “the Apotheosis of the Dance,” though it is doubtful he
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expected it actually to be choreographed, as has been done on several occasions.

The symphony was first heard at a gala benefit concert for wounded Austrian
and Bavarian soldiers given in Vienna on December 8, 1813.

The introduction to the first movement is the longest such passage
Beethoven, or anyone else up to that time, had ever written for a symphony,
amounting almost to a whole movement in itself and lasting a third of the
movement’s approximately twelve minutes. In addition to having its own pair of
themes, the introduction defines the harmonic regions that will have reverberations
throughout the rest of the symphony. The tonic key of A major is emphatically
established in the opening “call to attention” ; excursions then follow to C major
(the lyrical oboe theme that arrives after the succession of rising scales in the
strings) and F major (the lyrical theme later in the flute). So important to the
symphony’s grand structural design are these three keys that Robert Simpson has
deemed them “more like dimensions than keys.”

The transition to the movement’s main vivace section is scarcely less imagi-
native and extraordinary, consisting as it does of 68 repetitions of the same note
(E) to varied rhythms; these eventually settle into the rhythmic pattern that per-
vades the entire vivace. From here Beethoven propels us through a sonata-form
movement of enormous energy, bold harmonic changes, startling alternation of
loud and soft, and obsessive rhythmic activity.

The second movement (Allegretto) is hardly a “slow” one, but it is more
restrained and soothing than the frenetic first movement. Again, an underlying rhyth-
mic pattern pervades. The virtually melody-less principal subject in A minor is heard
in constantly changing orchestral garb. There is also a lyrical episode of surpassing
beauty in A major (woodwinds) and a stormy fugato built from the principal theme.

The third movement is a double Scherzo and Trio in F major (one of the har-
monic pillars of the symphony). The slower Trio section, with its accordion-like
swells and strange, low growls from the second horn, is believed by some to have
been based on an old Austrian pilgrims’ hymn. Following the customary Scherzo-
Trio-Scherzo format, the Trio is presented complete a second time, and then again
the complete Scherzo. With characteristic humor, Beethoven threatens to present
the Trio still a third time ( “What, again?” is the expected reaction from the listen-
er), but suddenly he dismisses it with five brusque chords from the full orchestra,
and we are ready for the next movement.

The whirlwind finale, like the previous movements, is built from a single
rhythmic cell. The Dionysian energy that infuses this movement has caused many
listeners, in the words of Klaus G. Roy, to “come away from a hearing of this sym-
phony in a stage of being punch-drunk. Yet it is an intoxication without a hang-
over, a dope-like exhilaration without decadence.”

Robert Markow
For a profile of Robert Markow, see page 59.
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Kazuhiro %

KOIZUMI

Honorary Conductor for Life

:J\,?amm‘

ERAMARZER TNV VEMARZICER, 1973 FAS P VEREEEIY -
1. INETIINIVIY - To)be D=2 - To)be NATIVVROEE, Zau~Y -
TAlbe TSVARET«)U. OA IV - Ta)be VATE, RAMVE, FROANE, ¥
VVFTE, FOVNE, TN —IVERENEE, FIEATAIEBREE (1975
~ 79), Dy ZRIEFHKEE (1983 ~ 89), HPEIEIEE (1986 ~ 89) /HIEEES
(1995 ~ 98) /HiEXEEiEEE (1998 ~ 2008) /LyYF vk - avsdT9— (2008
~13). NWEEFEEE (1989 ~ 96). BHAtYFa1U-EEFEEEEEE (1992 ~
95) /EIfFEESE (2003 ~08) /BEEE (2008 ~ 13). &7« EBFEEEIERE
& (2006 ~ 18). BEHERI/ILBHREE (2016 ~ 23) BREEFET,

RE. HERGLEEES. NEBREE. SaBEI/ILZEBREE. @7«
HRIEEEBEEIFH TS,

Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste
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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[Toward the Bruckner 200]
Subscription Concert No.984 B Series
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|
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Fri. 20 October 2023, 19:00 at Suntory Hall

#6518 @ /\SRA#A  Kazuhiro KOIZUMI, Conductor
V- 29— @ UIARKE Tomoshige YAMAMOTO, Concertmaster

T5—LR : NARVDEREICKDEZH] op.56a (1849)

Brahms: Variations on a Theme of Joseph Haydn, op.56a

{A#8 / Intermission (20 43)

TIbwD o+ — RSB 2 B / \5E5H WAB102
(VI7P—20  187T5H8) (60%)
Bruckner: Symphony No.2 in C minor, WAB102 (Nowak: 1877 version)

[ Moderato EFS—h

I Andante: Feierlich, etwas bewegt 79> 7F HEIC. BPEEZEE-ST
I Scherzo: Mé&Big schnell AT IV 7/ BEISGRLS

IV Finale: Mehr schnell TaF—L/K@EL

T | REMEEARREREXL
&R RRE. RRWHUBEZER
YU—X34E | WeRHEGRRIEERT

EREE EARRBIEPEDORKB T,
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Program notes by Robert Markow

Brahms:
Variations on a Theme of Joseph Haydn, op.56a

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

Musicology being what it was in Brahms’s day, i.e., virtually non-existent, it is
hardly surprising to learn that the “theme by Haydn” Brahms used as the basis of
his variations is not by Haydn at all. It is probably by one of Haydn’s students,
Ignace Pleyel (1757-1831), and even Pleyel had taken it over from an old pilgrims’
hymn known as the St. Anthony Chorale. This information came to light only in
1951 in an article by the Haydn scholar H.C. Robbins Landon.

Brahms was forty years old when he wrote the Variations. He had still not
composed a symphony, and had produced no orchestral works at all in well over a
decade. But the success of the “Haydn Variations,” first performed at a Vienna
Philharmonic concert on November 2, 1873, proved to be the catalyst that dis-
solved his inhibitions about the orchestra; his First Symphony appeared three years
later, followed by three more over the next decade, every one a masterpiece.

It is easy to understand this turn in Brahms’s life in light of the superb crafts-
manship and assured handling of the orchestra as displayed in the Haydn
Variations. There is not a note out of place, nor a note too many. Each instrument
is exploited for its special tone quality, and each is perfectly integrated into the
whole. Notice for example the extra richness the contrabassoon contributes to the
blend in the opening presentation of the chorale theme, the special touch of color
the two trumpets make as they join in at the end of the first phrase, and the subtle
support given by the cellos and double basses playing pizzicato.

The first variation begins where the chorale presentation left off — with gently
pulsing chords echoed by horns, bassoons and timpani, as strings spread outward
gracefully. The sense of organic unity is complete. The sound of the woodwind
choir (often with horns added) is another prominent feature found throughout the
work — note for example the gently weaving arabesques of combined oboes and
bassoons at the beginning of Variation III; or the buoyant, skittering effect of flutes,
oboes and bassoons at Variation V. Masterful touches are found on every page of
the score.
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Bruckner:
Symphony No.2 in C minor (Nowak: 1877 version)

I Moderato

I Andante: Feierlich, etwas bewegt
I Scherzo: MaBig schnel

IV Finale: Mehr schnell

Anton Bruckner: Born in Ansfelden, Austria, September 4, 1824; died in Vienna,
October 11, 1896

Like Brahms, Bruckner did not offer a symphony to the world until he was in
his early forties. Also like Brahms, this was a symphony in C minor. When Bruckner
was ready to begin his next effort in the genre, he wrote what later became known
as Die Nullte in German and Symphony No. O in English. The chronology thereaf-
ter is somewhat confusing, and need not concern us here except to note that
Bruckner put aside No. O and never gave it a name or a number. Next came the
symphony we hear tonight, another one in C minor and a rare case of chronologi-
cal symphonies in the same key by the same composer. The premiere took place on
October 26, 1873 with the composer conducting the Vienna Philharmonic.

Bruckner began work on his Second Symphony during a visit to London as
Viennese representative at the 1871 International Exhibition, where he performed
as organist. He completed it the following year in Vienna, his home since 1868.
When he showed it to Otto Dessoff, one of the leading conductors in the city,
Dessoff dismissed it as “nonsense,” and the Vienna Philharmonic, which Dessoff led
in a reading of the symphony, declared it “unplayable.” In 1873, one of Bruckner’s
staunchest admirers, the choral conductor Johann Herbeck, persuaded Prince
Johann Liechtenstein to pay the Vienna Philharmonic to rehearse and perform the
symphony with the composer conducting. Suddenly the symphony was no longer
“unplayable.” Although there was snickering and riddling in the first rehearsals, by
the time of the performance the musicians were won over, and joined the audience
in a standing ovation.

Following the premiere, Bruckner slightly revised the score, then conducted it
again, this time at his own expense, in 1876. Further changes were made in 1877
and 1879. Critical editions of the Second Symphony prepared in the twentieth cen-
tury were done by Robert Haas (based on the original 1872 score) and Leopold
Nowak (based on the 1877 version).

Like all Bruckner’s symphonies, this one begins quietly, with a flowing,
expressive melody high in the cellos over shimmering violins and violas. A rhythmic
motif on one note in the trumpet makes an unobtrusive first appearance at bar 20;
this will become an element of overriding importance as the movement unfolds.
One of the criticisms Dessoff leveled at this symphony was that of “formlessness.”
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Bruckner, taking this to heart, overreacted by separating the main sections of the
movement (exposition, development, recapitulation and coda) with rests or quietly
sustained pianissimos to clearly delineate the form, thus earning the work the
unofficial subtitle of Pausensinfonie (Symphony of Rests). Even the first two sub-
jects of the exposition are thus isolated. Again Bruckner entrusts the cellos in their
upper range with the second subject, a soaring idea in E-flat major that Robert
Simpson calls “a theme as broad and sweet as the rolling countryside of Upper
Austria.” The lilting accompaniment in the violins is no less ingratiating. The third
subject, also in E-flat major, follows shortly thereafter, this time in the woodwinds.
The development section is not long, but it incorporates nearly all the elements,
both melodic and rhythmic, of the exposition. The first movement’s coda, like that
of Beethoven’s Ninth with which it is often compared, begins with an atmosphere
of eerie mystery, but by the end has grown to a terrifying pillar of sound pounding
away on the tonic note C.

The slow movement is far simpler in structure, alternating two ideas in an
ABABA pattern. Peace and tranquility reign here; soaring lyricism is the keynote,
beginning with richly scored five-part harmony for the string choir. Quiet pizzicatos
in the strings and elegantly traced lines in the solo horn introduce the B section.
When the opening material returns, Bruckner subjects it to even more embroidery,
counterpoint, and sumptuous textures than before. The third appearance and
expansion of this material bring the movement to a glowing climax. The coda
breathes the hushed stillness of a forest glade at dusk, with the solo horn calling
softly in the distance. (Bruckner allowed for this notoriously difficult passage to be
played alternately by the clarinet.)

The next movement exudes all the rugged power and driving, motoric energy
that characterize a Bruckner Scherzo. But it is the dreamy, idyllic central Trio that
truly engages the imagination. Bruckner’s Viennese heritage as embodied in
Schubertian Léndler and folksong is strongly in evidence here.

The finale involves the elaborate struggle for C major to assert itself by the
end of a long, complex movement based in C minor. In structure it combines ele-
ments of sonata and rondo form. Startling contrasts of loud and soft, delicate trac-
ery and monolithic sonorities, lyricism and aggression, as well as material recalled
from the opening movement, all combine in this vast symphonic edifice. The work
ends in resplendent majesty.

For a profile of Robert Markow, see page 59.
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©Joel Larson
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DrPUANKIERVIEBIF 2014 EICTSZT—ERRE. 2021 FEIC [TZETFV] 5D
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Osmo Vanska studied conducting at Finland's Sibelius Academy and was awarded the
1st prize in the 1982 Besancon Competition. He is Conductor Laureate of Minnesota
Orchestra, Honorary Conductor of Iceland Symphony, and Conductor Laureate of Lahti
Symphony. Recent guest conducting invitations include Cleveland Orchestra, Chicago
Symphony, Philadelphia Orchestra, Los Angeles Philharmonic, San Francisco Symphony,
Orchestre Symphonique de Montréal, Orchestre de Paris, Bamberger Symphoniker,
Deutsches Symphonie-Orchester Berlin, Rundfunk-Sinfonieorchester Berlin, Philharmonia
Orchestra, and London Philharmonic. Vanska and Minnesota Orchestra won a Grammy
Award in 2014. They were voted Gramophone’s Orchestra of the Year in 2021.
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Mon. 30 October 2023, 19:00 at Tokyo Bunka Kaikan

1518 @ A AT -7/ R 0smo VANSKA, Conductor
IVH—RR9— @ KELZESR Tatsuya YABE, Concertmaster

INUDR &
Sibelius: Symphony No.5

£ 5 & ZMEH op82 G119

in E-flat major, op.82

I Tempo molto moderato - Allegro moderato
I Andante mosso, quasi allegretto

I Allegro molto

INUDR  TE
Sibelius: Symphony No.6

Poco vivace
Allegro molto

INUDR
Sibelius: Symphony No.7

=254 —

FE : REMEEARREIEXS
®BE  RR. RRTHEEER.

A8 / Intermission (20 %)

556 & Z4T 0p.104 o)
in D minor, op.104

Allegro molto moderato
Allegretto moderato

&7 &/\RH op105 @19
in C major, op.105

PEOZPANN )
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Program notes by Robert Markow

Sibelius:
Symphony No.5 in E-flat major, 0p.82

I Tempo molto moderato - Allegro moderato
I Andante mosso, quasi allegretto
Il Allegro molto

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

In 1915, at the age of fifty, Sibelius was not only a cultural hero at home,
endowed with a guaranteed government stipend for life so he could devote himself
exclusively to composition; he was reportedly the only Finn whose name was
known throughout the world. His fiftieth birthday was celebrated in Finland as a
national holiday. Part of these celebrations included a concert of his music by the
Helsinki Philharmonic conducted by himself, at which his new Fifth Symphony was
heard for the first time on December &, 1915.

It is always a little dangerous to try to equate the external events of an artist’s
life with the content of his work. Sibelius’ Fifth Symphony is a case in point. In
1915, the world was at war and Sibelius was cut off from his German publisher and
from royalties that should have accrued from performances of his music outside of
Finland. Yet this symphony exudes a positive, life-affirming spirit. Its key of E-flat
major follows in the tradition of other “heroic” works like Beethoven’s Eroica
Symphony and Emperor Concerto, Schumann’s Rhenish Symphony, and Strauss’s
Ein Heldenleben. Even its opening horn call, the “motto” from which much of the
symphony’s melodic material derives, sounds strongly reminiscent of that famous
opening trumpet call in Strauss’s Also sprach Zarathustra, the so-called “Nature”
motif.

Sibelius strove all his life to refine and synthesize the symphonic process, the
development of musical ideas and motifs over long time spans into a logical, coher-
ent, all-embracing musical architecture, and it is hardly accidental that “the com-
poser for me above all others is Beethoven.” George H. L. Smith, a former program
annotator for the Cleveland Orchestra, observed of Sibelius’ Fifth Symphony that
“the themes are terse, crystalline, pregnant as the motifs of Beethoven. Yet each
fragment contains the germ of some unaccountable flowering, some unimagined
tonal magnificence that takes shape by a seemingly inevitable logic.

A detailed account of how each theme, motif and melodic fragment of the
symphony fits into the grand scheme would require many pages of description, and
would ultimately make tedious reading. Suffice it so say that Sibelius transforms his
ideas (notably the soft opening horn call) with amazing diversity and imagination.

10/30 A Series

55



56

10/30 A Series

Sibelius once said that this symphonic process “fascinates me in a mysterious way.
As if God the Father had hurled pieces of a mosaic pattern from his celestial dwell-
ing and asked me to describe how this pattern had been.”

The first movement was actually two separate ones in the original form of
this symphony. The movement as it now stands obviously consists of two entirely
different parts, each with its own character, but the transition from one to the other
is so gradual and seamlessly managed that the listener is scarcely aware of the pro-
cess. In fact, the tempo remains the same for the playful, scherzo-like music; it is
the nature of the rhythmic activity that changes (one beat of 12/8 meter becomes
one measure of 3/4). The movement ends with a coda of surging, Dionysian energy
that breaks off with the abruptness of a falling guillotine blade.

The second movement, in G major, has a gentler cast, and is essentially a
series of continuously evolving variations on a simple ten-note figure of seemingly
trivial import: five notes — pause — five notes, whose rhythmic pattern corresponds
to the impishly contrived phrase “Do you like peanuts? Yes, I like peanuts.” But the
sophistication and resourcefulness with which Sibelius varies this musical molecule
is nothing short of miraculous.

The finale is characterized by an almost constant underlying scurrying effect
in the strings and by the tolling of bells, an effect simulated much of the time by
the horns and/or trumpets. A broad, heroic melody is proudly proclaimed by the
woodwinds, a theme that returns later in the darker colors of unison strings and
leads into the symphony’s magnificent apotheosis in the heroic key of E-flat major.
Tension mounts inexorably, then finally breaks. A movement that has been charac-
terized by continuous sound, particularly during the final build, at last admits
silence. Sustained sound has become almost excessive. Several, isolated, full, short
chords punctuate the silence, as this most extraordinary of symphonies ends in a
most extraordinary manner.

Sibelius:

Symphony No.6 in D minor, op.104
I Allegro molto moderato
I Allegretto moderato
Il Poco vivace

IV Allegro molto

Anton Bruckner: Born in Ansfelden, Austria, September 4, 1824; died in Vienna,
October 11, 1896

The Sixth Symphony is one of the least known and least performed of
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Sibelius’ seven symphonies. A cool, rarefied air seems to surround it in music of
purity and luminescence. Textures are transparent, colors are muted, orchestral
forces are modest, and instrumental ranges are often directed toward the upper end
of the spectrum rather than the lower.

It is also a symphony of paradoxes. Despite a predilection for the upper
range, this is Sibelius’ only symphony to incorporate a bass clarinet, which is used
frequently as part of the woodwind choir. Despite the transparent textures it is a
work richly imbued with polyphony inspired by sixteenth-century masters like
Orlando de Lassus and Palestrina. Despite the composer’s original intention to
make this a symphony “wild and impassioned in character,” it displays these quali-
ties only rarely. There is no “slow” movement, and very little slow music in the
whole symphony. And despite the D minor chord in the final measures, the work is
actually not in D minor at all, although some concert programs, reference works,
and recordings persist in calling it so.

D is the focal pitch around which the entire symphony revolves; this is both
obvious and undeniable. But — and this is one of the qualities that gives the sym-
phony its special character — D is the keynote of the Dorian mode (one of the
medieval church modes), which corresponds to the white notes of the piano begin-
ning on D and ending on D an octave higher. It is similar to D minor, but its slightly
altered sequence of whole steps and half steps is enough to imbue it with a com-
pletely different (modal) flavor.

The Symphony was completed in February of 1923 and received its first per-
formance on February 19 in Helsinki with the composer conducting. The score is
dedicated to the great Swedish composer Wilhelm Stenhammar (1871-1927).

The opening bars display several of the qualities described above, including
polyphony (in five parts), the concentration on the upper range (violins divided into
four parts plus violas as the “bass” voice) and the prominence of the Dorian mode.
Two additional features of this opening material must be noted, both of which will
continue through the entire symphony: (1) the pervasive use of scales, and (2) a
“germ motif,” which is found in so many of Sibelius’ works. In this case, it is the first
three notes played by the upper half of the second violin section (a three-note
descending pattern); this three-note sequence will play a more significant role than
that of any of the principal themes, and will in fact be absorbed into most of them.
The first true theme arrives only somewhat later: a scurrying figure heard initially in
the flutes and immediately imitated a notch lower by the oboes, all to the notable
accompaniment of the harp, which Sibelius had used only once before in a sym-
phony (the First). There is a further theme in B minor (a lyrically rising and falling
line for the cellos). It never returns and may well be construed as a further out-
growth of material already presented.

The second movement abounds in the veiled, remote, “cool” sounds so
beloved by Stravinsky in many of his neoclassic works. There is much use of the
harp; scales and scale fragments are omnipresent; and a gentle melancholy seems
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to hover over the music.

In contrast to the nearly indefinable meters of the second movement, the
third is rhythmically alive and invites body movement. It is also a tour de force of
orchestral virtuosity, requiring a Mendelssohnian lightness of touch and almost air-
borne fleetness.

The finale opens with a quasi-heroic statement. In the course of this free-form
movement we encounter the symphony’s most passionate and exuberant passages
(the only moment marked fff is found here), but the final moments are given to
quiet reflection of earlier material as the textures become ever sparer, dissipating
into the serene silence of infinity.

Sibelius:
Symphony No.7 in C major, op.105

(in one movement)

The Seventh is Sibelius’ final symphony, the culmination of a lifetime of work
in the direction of concision, compression, and organic unity within symphonic
form. In this 23-minute work, the composer presents a seamless tapestry of motifs,
all interrelated, all rigorously and logically controlled so as to create, as he
expressed it, “an inner connection between all the motifs.” Sibelius’ Seventh is the
ne plus ultra of the single-movement symphony.

The composer himself was at first unsure what to call this work. At its pre-
miere, conducted by himself in Stockholm on March 24, 1924, it appeared on the
program as Fantasia sinfonica. Afterwards he decided that it did indeed fulfill the
requirements of symphonic design - not of symphony in the classical form of the
model established by Haydn and Mozart, or even of the later works by Brahms and
Tchaikovsky, but in the genre: a large-scale work striving for organic unity among
its constituent parts.

As far back as Schubert in his Wanderer Fantasy for piano (1822), or Liszt in
his Piano Sonata and Second Piano Concerto, or Schoenberg in his First Chamber
Symphony (1906), composers had been seeking ways of eliminating the formal sub-
divisions between movements, of telescoping several movements into one. In his
Seventh Symphony, Sibelius fused the constituent parts into a fabric totally devoid
of seams, borders, or divisions of any kind. It is not so much a matter of several
movements stitched closely together as of several movements unfolding in alterna-
tion or at times even simultaneously. The process is diametrically opposed to that
of Gustav Mahler, whose monumental symphonies stretch out to 80, 90, even 100
minutes. Yet, interestingly enough, these two composers had great respect for each
other. There is scarcely a moment of silence in the entire symphony; ideas and
motifs follow one another without pause, at times overlapping, dovetailing and
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intertwining as well.

There are really no themes one can leave the concert hall humming, yet the
symphony abounds in memorable ideas and events. The opening rap on the timpa-
ni is often regarded as a kind of “call to attention.” The ensuing scale-like passage
in the strings constitutes one of the “seeds” or “germs” that will engender many of
the symphony’s subsequent motivic elements. Three times throughout the sympho-
ny the solo trombone delivers a noble incantation that cuts effortlessly through the
dense polyphony around it; each of these incantations is a kind of landmark on the
symphony’s journey toward its final cadence in C major. The Vivacissimo is anoth-
er of the memorable moments, as strings and woodwinds in turn race skittishly in
every direction. The symphony fits no traditional mold, yet is obviously continuous-
ly active in the unfolding of musical events. One might almost think of it as a tone
poem without a story, with each listener providing his or her own scenario to fit the
music.

Despite its relative brevity and the concentrated attention it demands, the
Seventh Symphony exudes an epic character. Composer Robert Simpson grandly
regards it “like a great planet in orbit, its movement vast, inexorable, seemingly
imperceptible to its inhabitants. [It] has both the cosmic motion of the earth and
the teeming activity that is upon it; we are made to observe one or the other at the
composer’s will.” For its New Year’s Eve review of 1933, the BBC played a record-
ing of parts of this symphony while a speaker recited the experience of flying over
Mt. Everest. Wind, air, movement and mountain landscapes are also evoked by Sir
Donald Francis Tovey in his assessment of the symphony: “If the listener feels that
unformed fragments of melody loom out of a severely discordant fog of sound, that
is what he is meant to feel. If he cannot tell when or where the tempo changes,
that is because Sibelius has achieved the power of moving like aircraft, with the
wind or against it. An aeronaut carried with the wind has no sense of movement at
all; but Sibelius” airships are roomy enough for the passengers to dance if they like.
... He moves in the air and can change his pace without breaking his movement.”

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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