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Following his debut with BBC Philharmonic in November 1993, Fujioka made his debut
in the London summer tradition “BBC PROMS” conducted BBC Philharmonic in 1994. In
2001, he was appointed Principal Conductor of Kansai Philharmonic and now in his 24th
season as Principal. In 2019, he was appointed as Principal Guest Conductor of Tokyo
City Phitharmonic. He also appears in TV program “Enter the Music” since October 2014.
(BS TV TOKYO every week on Saturday from 8:30a.m.)
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Sun. 5 November 2023, 14:00 at J:COM Hall Hachioji

1518 @ FE[MIZEK sachio FUJIOKA, Conductor
E7/ @ fBREIFARER Kotaro FUKUMA, Piano
Y- 25— @ LUAKE Tomoshige YAMAMOTO, Concertmaster

N— I\_'j\I\/ . l:?/ﬁ%%% 3 % /\;_LDJ_J op. 37 (B6%)
Beethoven: Piano Concerto No.3 in C minor, op.37

I Allegro con brio

I Largo

I Rondo: Allegro

K& / Intermission (20 43)

FoA ATAF—  EHZE 4 T ~NJZ5H op36 “an

Tchaikovsky: Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
I Andantino in modo di canzona

Il Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco

FE : REMEEARRETEXS

BRI SRR B TEDR/BTY.

YTV~ MHRRE (B EEREEEEE) A
R - EAIE P59, BN P.62 ETEL AL, YOGS
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Kotaro FUKUMA

Piano
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©Koutarou Washizaki
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N TPV https://shimmeringwater.net/

Kotaro Fukuma studied at Conservatoire National Supérieur de Musique et de Danse de
Paris and Universitat der Kinste Berlin. In 2003, at the age of 20, he won both the First
Prize and the Chopin Prize at 15th Cleveland International Piano Competition. Fukuma
has performed in major concert venues, including Carnegie Hall, Lincoln Center, Wigmore
Hall, Gewandhaus, Salle Gaveau, and Suntory Hall. He has performed with orchestras
including Cleveland Orchestra, Israel Philharmonic, Finnish Radio Symphony, Dresden
Philharmonic, Orchestre National du Capitole de Toulouse, and NHK Symphony under
batons of conductors such as Tugan Sokhiev, Francois-Xavier Roth, Hannu Lintu, Juanjo
Mena, and Kazuki Yamada.
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Program notes by Robert Markow

Beethoven:
Piano Concerto No.3 in C minor, op.37

I Allegro con brio
I Largo
I Rondo: Allegro

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

Beethoven considered this work the best of his first three piano concertos, a
judgment still maintained today by most listeners. Yet its premiere in Vienna on
April 5, 1803, was hardly auspicious. It marked Beethoven’s first public failure as
performer and composer. The music was not appreciated and his playing of the
solo part was criticized, perhaps understandably in light of the situation described
by Beethoven’s friend Ignaz von Seyfried, who turned pages: “I saw almost nothing
but empty leaves; at the most on one page or the other a few Egyptian hieroglyphs
wholly unintelligible to me, scribbled down to serve as clues to him.”

In any event, though, Beethoven was certainly in august company. Three dif-
ferent noblemen attended in one capacity or another: Prince Lichnowsky, who fed
the orchestra at the final rehearsal, which began at eight in the momning on the day
of the premiere and lasted most of the day amidst a mood of utmost panic and
short tempers; Prince Louis Ferdinand of Prussia, to whom Beethoven dedicated
the concerto; and the aforementioned Ritter (knight) von Seyfried. Also on the pro-
gram of this enormous concert were two more Beethoven premieres — the Second
Symphony and the oratorio Christ on the Mount of Olives — as well as the First
Symphony.

Although laid out in the traditional three-movement format of fast-slow-fast,
this concerto departs somewhat from previous concerto style, particularly in its
emotional depth and drama (qualities always associated with the key of C minor
for Beethoven), and in the intricacy of interaction between soloist and orchestra.
The opening orchestral passage is the longest of any Beethoven concerto, and is
outstanding for its urgency and sense of reserved power. A second theme in E-flat
major, lyrical and flowing, provides contrast of mood as well as of tonality. Both
piano and orchestra develop these themes with considerable complexity.

The second movement, in the remote key of E major, is characteristically
slow, reflective and deeply moving. Sir Donald Francis Tovey calls it “the climax of
Beethoven’s powers of solemn expression in his first period,” and to musicologist
Richard Rodda it is “one of the most Romantic pieces that Beethoven ever com-
posed.” Soloist and orchestra are more often heard individually than together. In
fact, aside from the central episode, where the piano serves purely as accompani-
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ment to the dialogue between solo flute and bassoon, piano and orchestra join in
fewer than twenty bars. The soloist announces the sublimely beautiful, hymn-like
subject in a twelve-bar solo, which is then repeated by the orchestra in its richest
sonorities. The piano initiates the second paragraph, and only afterwards do piano
and orchestra begin to mingle.

In the finale, Beethoven combines elements of both rondo and sonata form:
rondo in the alternation of the initial theme with other material, sonata in the con-
trast of two tonal areas, C minor and E-flat major, the latter presented as a
descending scale to a merrily “skipping” rhythm. Startling harmonic sidesteps, a
short fugal development, a brief cadenza and a presto coda all contribute to the
sustained interest in this movement, one imbued throughout with verve, vigor and
rhythmic energy.

Tchaikovsky:
Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
II Andantino in modo di canzona

Il Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St. Petersburg,
November 6, 1893

Love, grief, crisis, and destiny were favorite themes of the nineteenth-century
Romantic composers, and nowhere in Tchaikovsky’s life do they occur more dra-
matically than in the year 1877. This was the year in which he became involved
with a neurotic young music student named Antonina Milyukova, made the disas-
trous mistake of marrying her, separated just ten days later, attempted suicide
shortly thereafter, and, concurrently with all this, entered into that extraordinary
relationship with Mme Nadezhka von Meck, the wealthy patroness whom
Tchaikovsky was never to meet but with whom he exchanged what is perhaps the
most famous body of correspondence in the history of music. In 1877 he also wrote
his Fourth Symphony. Unavoidably bound up in its creation were the external
events of that fateful year.

Tchaikovsky admitted to Mme von Meck that the whole affair with Antonina
had been a farce, and that she was “a woman with whom I am not the least in
love.” Fate was to blame for bringing them together, he firmly believed. The first
performance took place in Moscow on February 22, 1878, with Nicolai Rubinstein
conducting.

An imperious, strident fanfare opens the symphony. This motif has often been
linked to “Fate,” and reasserts itself at significant structural points throughout the
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movement. Following the fanfare introduction, violins and cellos present a sad, lan-
guid line, in movimento di valse, full of pathos, gloom, and rhythmic irregularities,
rocking restlessly back and forth, sliding downward in bleak despair, then upward
in renewed hope. Woodwinds then repeat the long theme. Tchaikovsky’s love of
contrasts can be observed in the second theme, introduced by the clarinet and con-
tinued by the cellos. Here the rhythm is more secure, the melody more tuneful, the
mood lilting and comforting. The harsh reality of fate has been replaced by tender
visions and dreams.

To offset the harrowing dramas and intense turbulence of the long first move-
ment, Tchaikovsky follows it with music of lonely melancholy and nostalgia. His
choice of the plaintive sound of the oboe to present the principal theme represents
still another example of his sure mastery of tone color.

The Scherzo brings a completely new sonority — the entire string section
playing pizzicato (plucked) in an effect reminiscent of a balalaika orchestra. This
moto perpetuo is suddenly interrupted by an oboe playing a tune that suggested to
the composer the ditty of a drunken sailor. Then comes still a third timbral block,
the brass, softly intoning military music as if from the distance (Tchaikovsky’s
description).

Anyone who has dozed off during the Scherzo is going to be rudely awak-
ened by the finale’s explosive, brashly sensational opening. The second idea is pre-
sented almost immediately by the woodwinds — a variant of a popular Russian
folksong. The festive mood returns for the third theme, a quick, march-like affair
hammered out by the full orchestra accompanied by plenty of drums and cymbals.
Tchaikovsky repeats, develops and combines these three ideas in multifarious
ways. The movement’s irresistible momentum pauses only long enough for an
intrusion of the “Fate” motif. But this is quickly dispelled, and the symphony roars
to a deliriously joyful conclusion.

Robert Markow’s musical career began as a horn player in the Montreal Symphony
Orchestra. He now writes program notes for orchestras and concert organizations
in the USA, Canada, and several countries in Asia. As a journalist he covers the
music scenes across North America, Europe, and Asian countries, especially Japan.
At Montreal’s McGill University he lectured on music for over 25 years.
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John Axelrod is Principal Conductor of Bucharest Symphony. He was formerly Music
Director and Chief Conductor of Luzerner Sinfonieorchester und Luzerner Theater, Music
Director of Orchestre National des Pays de la Loire, Music Director of Royal Seville Sym-
phony, Principal Guest Conductor of Orchestra Sinfonica di Milano Giuseppe Verdi, and
Principal Guest Conductor of City of Kyoto Symphony. Axelrod has appeared with
orchestras including Symphonieorchester des Bayerischen Rundfunks, Gewandhausor-
chester Leipzig, Orchestre de Paris, London Philharmonic, Orchestra dellAccademia Nazi-
onale di Santa Cecilia, Oslo Philharmonic, Los Angeles Philharmonic, Philadelphia Orches-
tra, and Chicago Symphony.
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Orchestra Caravan in Odawara
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Sun. 12 November 2023, 14:00 at Tokyo Metropolltan Theatre
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Mon. 13 November 2023, 18:30 at Odawara Sannomaru Hall

~W

512 @ 23>/ 777J1)JUOWR  Jjohn AXELROD, Conductor
SrA4AU> @ PLIHURS-OX /™7 Alexandra CONUNOVA, Violin

IV —hIYR9— @ FIRZESL Tatsuya YABE, Concertmaster

VIVTTANOT LEDEZE (2002) (119

Silvestrov: Silent Music (2002)

I Waltz of Moment BEEDTILY
I Evening Serenade FROELVF—F
I Moments of the Serenade L F+—F DR

YRUSR 74 AUV 555 opa7 29

Sibelius: Violin Concerto in D minor, op.47

[ Allegro moderato
I Adagio di molto
I Allegro ma non tanto

A% / Intermission (20 43)

VIRY A= T 1 REE S5 & ZFWF opd7 uen

Shostakovich: Symphony No.5 in D minor, op.47

[ Moderato

I Allegretto

I Largo

IV Allegro non troppo
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Alexandra
CONUNOVA

Violin
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First Prize at Internationaler Joseph Joachim Violinwettbewerb, Hannover in 2012, and
prizewinner at XV International Tchaikovsky Competition in Moscow, Alexandra Conunova
has been hailed by her virtuosity, warm tone, impressive range of color, and flawless
technique. In 2016 she received the prestigious Fellowship by Borletti-Buittoni Trust.
Recent highlights include engagements with Orchestre de Paris, Mahler Chamber Orches-
tra, NDR Radiophilharmonie, Orchestre de la Suisse Romande, Mariinsky Orchestra,
among others under batons of Saraste, Currentzis, Noseda, Pletnev, Axelrod, and Nott.
Conunova is regularly invited to the most prestigious festivals, such as Verbier, Aix-en-
Provence, Ferrara and Tsinandali. Her latest CD of Vivaldi’'s Four Seasons on Aparté,
obtained rave reviews: “her playing is this fabulous: the warm-toned, easy fluidity of her
virtuosities; her range of articulation, color, and shading; the subtle spontaneity; the natu-
ral shaping.” (Gramophone)
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Program notes by Robert Markow

Silvestrov:
Stille Musik (Silent Music) (2002)

I Walzer des Augenblicks (Waltz of Moment)
I Abendserenade (Evening Serenade)
I Augenblicke der Serenade (Moments of the Serenade)

Valentin Silvestrov: Born in Kyiv, Ukraine, September 30, 1937; now living in Berlin

What do Sergei Prokofiev, Karol Szymanowski, Igor Markevitch, and Reingold
Gliere have in common? They were all composers born in Ukraine but left soon
after for other lands. Silvestrov too was born in Ukraine, but he stayed. He would
be there still if the Russians hadn’t invaded his country last year (he now lives in
Berlin). As such, he stands at the age of 86 as Ukraine’s best-known living compos-
er. In 1995 he won the Shevchenko National Prize, his country’s highest award for
an artist.

Silvestrov was born during the period of the Soviet government’s most
oppressive stance against artists. He refused to conform to Party dictates, and as a
result his music was slow in attracting international attention. Fortunately, that situ-
ation has changed. His catalogue includes nine symphonies composed across the
span of more than half a century (1963 to 2019) as well as many works for piano
and for various chamber ensembles.

Much of Silvestrov’s music reflects the unhappy artistic environment in which
he lived.

His catalogue is filled with titles like Requiem, Hymn, Lacrimosa, Meditation,
Prayer, and Epitaph. Elegy is one of his favorite genres. Much of his recent music
has a reposed, consoling, spiritual quality to it. Critic Robert Carl described him as
“a connoisseur of nostalgia but not of sentimentality.” Such is the eleven-minute
Silent Music, one of Silvestrov’s most frequently performed works. To Carl, it “posi-
tively drips with fin de siecle world-weariness.” Silent Music was composed in
2002 as a present for Manfred Eicher, founder of the ECM label, which has record-
ed many of Silvestrov’s works, including Silent Music. The world premiere took
place in two stages: the first movement on September 18, 2002; the second and
third on October 3, 2003. For both events, Valeri Matjuchin conducted the Kyjivska
Kamerata in Kyiv.

The three short movements are played without pause. Each explores a single
melodic idea in a musical landscape aching with melancholy and deep intimacy,
often suggesting smiling through the tears. The performance directions dolce
(sweetly) and dolcissimo (very sweetly) occur frequently, mutes are often in use,
and the overall dynamic level is subdued. There is a single forte in the opening
bar; thereafter we find only shades of piano, from pianississimo (ppp) to mezzo-
piano (mp).
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Sibelius:
Violin Concerto in D minor, op.47

I Allegro moderato
I Adagio di molto
I Allegro ma non tanto

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

In 1902, the German violinist Willy Burmester asked Sibelius to write him a
concerto. When Sibelius sent him the piano reduction of the first two movements in
September of 1903, Burmester was enthusiastic and suggested the premiere be
given in Berlin in March of 1904. But Sibelius had other ideas. Due to strained
financial circumstances, he wanted the concerto performed as soon as possible,
and secretly asked another violinist to give the premiere in Helsinki at an earlier
date. What Sibelius got in the end was a far inferior soloist (a local teacher named
Viktor Novacek, who never did learn the concerto properly), a cool reception at the
premiere (February 8, 1904), mostly negative reviews in the press, and the justifi-
able resentment of Burmester.

Following the premiere, the concerto was put aside for over a year until
Sibelius got around to revising it. He toned down some of the overtly virtuosic pas-
sages, tightened the structure of the outer movements and altered the orchestration
of numerous passages. The revisions amount to far more than mere window dress-
ing, and the results are fascinating to compare with the original.

On October 19, 1905, the concerto received its premiere in the final form in
Berlin, with Karl Halir as soloist and none other than Richard Strauss on the podi-
um. Shortly afterwards, Sibelius’ friend Rosa Newmarch told him that “in fifty years’
time, your concerto will be as much a classic as those of Beethoven, Brahms and
Tchaikovsky.” How right she was!

Sibelius’ affinity for the violin stemmed from his youth, when he aspired to
become a great violinist. “My tragedy,” he wrote, “was that I wanted to be a cele-
brated violinist at any price. From the age of fifteen, I played my violin for ten
years, practicing from morning to night. I hated pen and ink. ... My preference for
the violin lasted quite long, and it was a very painful awakening when I had to
admit that I had begun my training for the exacting career of an eminent performer
too late.” His very first composition (Vattendroppar), written at the age of eight or
nine, was a piece for violin and cello. Although he left just one violin concerto, he
also composed numerous short pieces for the instrument, mostly with piano.

The solo part is one of the most difficult in the entire repertory. Virtuosic pas-
sages abound, but they are welded to disciplined musical thought; there is no
empty display material here. The orchestral writing bears much evidence of
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Sibelius’ deep interest in this medium, and serves a far greater purpose than a mere
backdrop for the soloist. Dark, somber colors predominate, as is this composer’s
tendency, lending an air of passionate urgency to the music. Note particularly the
third theme in B-flat minor in the first movement, played by the unison violins, or
the second theme of the Finale, again played by the violins, with its interplay of
6/8 and 3/4 meters.

Attention to the formalities of sonata form is largely avoided in favor of origi-
nality of thought. In the first movement, there is no development section as such;
instead, each of the three main themes is fully elaborated and developed upon ini-
tial presentation. A cadenza occurs at the point where a full development would
normally stand, followed by a recapitulation of the three themes, each of which is
subjected to further expansion. In the Adagio movement, Sibelius contrasts the
long, dreamy and reflective opening theme with a turbulent and darkly passionate
section in the minor mode. The finale, in rondo form, calls to the fore the full tech-
nical prowess of the soloist. Energetic rhythms suggestive of the polonaise and
gypsy dances offer further elements of excitement to this exuberant movement.

Shostakovich:
Symphony No.5 in D minor, op.47

I Moderato

I Allegretto

Il Largo

IV Allegro non troppo

Dmitri Shostakovich: Born in St. Petersburg, September 25, 1906; died in Moscow,
August 9, 1975

Many of the works we today hail as masterpieces suffered difficult birth
pangs. But Shostakovich’s Fifth Symphony sprang into the world fully accepted. In
this case, there is a double irony, for the composer managed to please two entirely
different, in fact, diametrically opposed, ideological fronts simultaneously, right
from the symphony’s premiere on November 21, 1937 in Leningrad (today St.
Petersburg again): 1) Soviet officialdom, which was demanding from Shostakovich
music free of “formalistic perversion,” that is, music easily intelligible to the Soviet
masses; 2) those who believed in the mandate for a creative artist to produce only
according to the dictates of his esthetic impulses and personal convictions.

Shostakovich subtitled his symphony “A Soviet Artist’s Reply to Just Criticism”
as a palliative to the heavy-handed government critics who had mercilessly railed
at his opera Lady Macbeth of Mtsensk and other works. Further for the benefit of
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Soviet officialdom, Shostakovich claimed that the symphony had as its theme “the
making of a man. ... The finale is the optimistic solution of the tragically tense
moments of the first movement.”

Government officials swallowed the hypocrisy. The composer’s true feelings
were revealed to the public, at least in the West, only years later: “I never thought
about any exultant finales, for what exultation could there be? The rejoicing is
forced, created under threat.” Occupying a middle ground between the forces of
the exhilarated and the bitter we might simply take the traditional romantic view of
a big symphony as a generalized portrayal of conflict and struggle leading to tri-
umph, as seen in such works as the Fifth Symphonies of Beethoven, Tchaikovsky
and Mabhler.

Needless to say, one is free to accept or reject any or all of these interpreta-
tions, and to listen to the symphony only as an abstract configuration of purely
musical components.

The work abounds in extended but easily recognizable and memorable
themes that lend themselves to fragmentation and development. There are passag-
es of haunting beauty (the closing pages of the first movement especially, described
by one writer as “strange spatial loneliness” ); pressing intensity (the inexorable
build-up to the climax of the third movement); mordant wit (the cumbersome, gro-
tesquely ponderous effect of the opening of the second movement, set off by
squealy high woodwinds a moment later); strident militarism (the sardonic march in
the first movement or the principal theme of the finale); and an almost unlimited
number of imaginative and inventive orchestral effects: fanfares, extremes of range
(the finale’s coda begins with horns in unison playing the lowest note but one in
the entire repertory for that instrument), prominent use of piano and celesta, wide
leaps with mischievous effects, unexpected contrasts of high/low and loud/soft,
and chamber-music delicacy contrasted with massive tuttis.

Regardless then of the ideological, philosophical, or musical preconceptions
and attitudes one brings to bear on Shostakovich’s Fifth Symphony, the music has
shown itself capable of both absorbing and transcending them all, and in so doing,
has secured for itself a secure niche in the pantheon of the world’s greatest and
most popular symphonies.

For a profile of Robert Markow, see page 12.
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Kazuhiro
KOIZUMI

Honorary Conductor for Life

BRBMARER TNV VEMTRRCER, 1973FENS VP VEREBEI V-
T, CNETIINIVIZ-TAIoy D=2 T«)be NA LIV BORE, a2\ To
. TSVRBGET«)U. OA )L - Ta)b, IHTEE, RMANVE, FhOANE, YUYy
FTT4E FOVRE, EVNIA—IERENER, FIBATAILBREE (1975~
79). D4 ZROESREE (1983 ~ 89) . HEIEEE (1986 ~ 89) /BEFEIEEE (1995
~08) /EREEEEESE (1998 ~2008) /LIFUh- - Jv9FT9— (2008 ~ 13).
NEEFEEES (1989 ~ 96), HAtrFiU—EEEREEES (1992 ~95) /B
[E#518E& (2003 ~ 08) /BREE (2008 ~ 13). WET«IVEEREEEZE (2006 ~
18). BGEIJ/IVEEEE (2016 ~ 23) REZREE,

IRfE. MERBLEREE, WESXEE. RaETIVRETEEE. #R)I74)L
R BEEEZHEDH TN D,

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, Sym-
phonieorchester 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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Fri. 24 November 2023, 19:00 at Tokyo Bunka Kaikan

1512 @ /\SRHIFE  Kazuhiro KOIZUMI, Conductor
E7/ @ A />/)N)UF T/ Inon BARNATAN, Piano
SNV XI— @ KE 52 Axira MIZUTANI, Guest Concertmaster

FrAATAF— E7 /=S 1 & ZOEHE op.23 629

Tchaikovsky: Piano Concerto No.1 in B-flat minor, op.23

I Allegro non troppo e molto maestoso - Allegro con spirito
I Andantino semplice
I Allegro con fuoco

K& / Intermission (20 43)

OO0 ZEME 5T ZORKA op.100 @3)
Prokofiev: Symphony No.5 in B-flat major, op.100

I Andante

I Allegro marcato
I Adagio

IV Allegro giocoso
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B W (EOENSHETERE (AEEHIE)
X I FF MIATEUANBAE M LIRES
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Inon BARNATAN

Piano
A/ NILFIY
7/

©Marco Borggreve

1979 FEFIV7ET (ARSIIV) £FEN, BEFZ2—3I—TIMEFE. 2014 £H'53
V=X UNDEDTZa—3—7 - TAIWDTF =T AN A - PUVT =3V EEDIc,
CNETICIU—ISURE, D457 TJ«78&, OB VEILA - T4)b, TV ITTVIR
&, SA P Yqke - BPIr7URN\DORE, NDRIIW I TaIb. NJVUY - RAOVE T5
VAEUE., AA R -OXVRE, OVRY - Jq)by ARSIV - T4 IUIREERE, H—
ZF—R—)b. DT EFR—IU. DVEIVMIRDIRETIS A I )LEIToT,

CD [FWITNBE<GHESN, 735 - FILIN—NMEBFHTFZT—FNEED [R—h—
Jr 7 /HESeE] (PentaTone Classics) BEEBEE A, 2019 £XUAUTH
IWZFDT - R—VEHERENTET DIV —TIANDBEEEEIEOTND, HELS
(F 2016 F1B(ICYIE. SONIEEHDHEA

Inon Barnatan was born in Tel Aviv in 1979, resident in New York City. He served as Art-
ist-in-Association of New York Phitharmonic for three seasons from 2014. Barnatan has
performed with orchestras including Cleveland Orchestra, Philadelphia Orchestra,
Gewandhausorchester Leipzig, NDR Elbphilharmonie Orchester, Deutsche Symphonie-
Orchester Berlin, Orchestre national de France, Orchestre de la Suisse Romande, London
Philharmonic, and Israel Philharmonic. His CDs are highly acclaimed; the recent recording
of the complete Beethoven piano concertos with Alan Gilbert and the Academy of St.
Martin in the Fields attracted much attention around the world. Barnatan is serving as
Music Director of La Jolla Music Society’s SummerFest in California from 2019.
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Program notes by Robert Markow

Tchaikovsky:
Piano Concerto No.1 in B-flat minor, 0p.23

I Allegro non troppo e molto maestoso - Allegro con spirito
I Andantino semplice
Il Allegro con fuoco

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St. Petersburg,
November 6, 1893

On Christmas Eve, 1874, Tchaikovsky sat before his friend, the conductor and
pianist Nicolai Rubinstein, at the Moscow Conservatory to play for him the piano
concerto he had almost completed. “I played the first movement. Not a single
remark! ... Then a torrent poured forth from Nicolai, gentle at first, then growing
more and more into the sound of Jupiter ... my concerto was worthless and unplay-
able ... so clumsy, so badly written that it was beyond rescue.”

Tchaikovsky’s description goes on at great length. Obviously, he was insulted
and deeply hurt, but resolved to publish the concerto anyway. As a result of the bad
feelings between Rubinstein and the composer, the dedication was changed to Hans
von Bulow, who performed it on a tour of the United States. The world premiere, on
October 25, 1875, took place, then, not in Russia, but in Boston, from where Bilow
sent what is thought to have been the first cable ever sent from Boston to Moscow,
telling Tchaikovsky of the great popular success of his concerto.

Strange as it may seem, the critics did not agree with the public acclamation.
The Evening Transcript thought it had “long stretches of what seems ... formless
void, sprinkled only with tinklings of the piano and snatchy obbligatos from all the
various wind and string instruments in turn.” The Journal was confident that “it
would not soon supplant ... the fiery compositions of Liszt, Raff and [Anton]
Rubinstein,” and Dwight’s Journal of Music found it “strange, wild, and ultra-mod-
ern,” and wondered “could we ever learn to love such music?” History has decided
resolutely in favor of the question, and the work went on to become the world’s
most popular piano concerto. Tchaikovsky’s original confidence had borne fruit.
Even Nicolai Rubinstein changed his mind in later years, and performed the con-
certo often. Tchaikovsky too capitulated by accepting some of the pianist’s sugges-
tions for revisions.

Each of the three movements has its unique charms and attractions. The
concerto’s most famous theme — that beautiful, lyrical song played by violins and
cellos just after the opening horn fanfare — is used as introductory material only,
and after it has run its course of development through various instruments, never
returns. This theme, incidentally, occurs in the key of D-flat major, not the main key
of the concerto (B-flat minor). The first movement’s true principal subject in that
key is a jerky, almost tuneless idea introduced by the soloist. Its essentially Russian
folk character can be detected if the individual pitches are sung slowly. This melo-
dy is actually adapted from a song the composer heard rendered by a blind beggar
at a village fair.
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The dreamy flute solo that opens the second movement also exudes a folksy
flavor, but in this case it is entirely Tchaikovsky’s own. This slow movement incor-
porates what is in essence a miniature Scherzo movement — a prestissimo passage
of whimsical, lighthearted fun. It features a lilting tune in the strings that
Tchaikovsky borrowed from a French chansonnette.

The finale offers the most brilliant virtuosic opportunities yet, and concludes
with the soloist roaring his way up and down the keyboard in a stunning display of
pianistic pyrotechnics.

Prokofiev:
Symphony No.5 in B-flat major, op.100

I Andante

I Allegro marcato
I Adagio

IV Allegro giocoso

Sergei Prokofiev: Born in Sontsovka (today Sontsivka), District of Ekaterinoslav,
Ukraine, April 27, 1891; died in Moscow, March 5, 1953

Prokofiev spent the summer of 1944 at an estate outside Moscow especially
allocated to members of the Soviet Composers’ Union. Here, amid nature, peace
and tranquility, undisturbed by the harsh realities of war elsewhere, he composed
the entire score of the longest (nearly fifty minutes) of his seven symphonies. It was
written in just one month and orchestrated in an equally short time. The first per-
formance was given by the Moscow State Philharmonic Orchestra on January 13,
1945, led by the composer. It was a momentous event. Not only did it mark the
crowning public achievement of the composer; just a day earlier, the Russian army
began its final push to eventual victory over the invading German forces, and just
before the concert began, news arrived that the Russians had won a victory at the
Vistula River. According to biographer Israel Nestyev, “the opening bars of the
symphony were heard against the thunderous background of an artillery salute.
Prokofiev’s compelling music perfectly suited the mood of the audience.” The fol-
lowing year the symphony won a Stalin Prize, First Class. The symphony’s premiere
marked Prokofiev’s last appearance as a conductor. Thereafter, physically his
health declined, and mentally he, along with other artists (including Shostakovich)
was subjected in 1948 to the infamous, brutal attacks by the government for his
“formalist” writing.

Prokofiev had not produced a symphony since 1930 — fourteen years — pos-
sibly since none of them except the atypical Classical Symphony (No. 1) had been
truly successful. Having voluntarily returned to Russia permanently in 1933 after
years of living abroad, Prokofiev appeared willing to comply with governmental
pressures to write patriotic, ideological music. Hence, we find him explaining the
purpose of the Fifth Symphony, written amidst the horrors and suffering of World
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War 1II, as “a hymn to free and happy Man, to his mighty powers, his pure and
noble spirit.” We also find a softening of the raw dissonances, the biting sarcasms
and the bizarre features that so vividly characterized his music of pre-1933.
Themes are now predominantly of a lyrical cast, large-scale works bear close
resemblance to traditional forms, harmony is more diatonic, the moods are gentler.
Among the works written in the fourteen-year period since the Fourth Symphony
are the ballet Romeo and Juliet, the cantata Alexander Nevsky, Peter and the
Wolf, Lieutenant Kijé and the Second Violin Concerto.

The first movement is laid out in traditional form with exposition, develop-
ment, recapitulation and coda. The tempo marking is Andante, though the move-
ment does not feel like a “slow” one. “Broad” and “expansive” would be more to
the point. There are no fewer than five well-defined themes or motifs. The two
principal ideas are both heard initially by a pair of woodwinds an octave apart: the
first for flute and bassoon in the opening bars, the second for flute and oboe a bit
later. Both are in a decidedly lyrical vein. Alternating with these are more rhythmi-
cally sturdy and more heavily scored ideas. Finally comes a skittish little gesture in
the violins. All five ideas are worked out in the extensive development section,
which culminates in a grandiose restatement of the movement’s opening theme. All
subsequent themes then return in original sequence. The coda is one of the
symphony’s most memorable passages. Lasting 36 bars in slow tempo, and at the
upper end of the dynamic range nearly throughout, the texture is of extreme densi-
ty and crushing weight. Although it is fiercely dissonant, it nevertheless made a
highly favorable impression on its first audience. According to Nestyev, it is “per-
haps the most impressive episode of the entire symphony, for it embodies with the
greatest clarity the work’s highest purpose - glorification of the strength and beauty
of the human spirit.”

The second movement, playful, teasing, and sardonic by turns, presents a
theme that flits about from instrument to instrument 36 times, each one modified in
some way. The calmer, central portion has its own theme.

The powerfully eloquent third movement, like the second, is cast in ternary
form (ABA) and, like the first, reveals Prokofiev’s lyricism in full bloom. The elegiac
first theme is, like many others in this symphony, scored for a pair of instruments in
parallel writing (here for clarinet and bass clarinet at a distance of two octaves).
The second theme rises from the depths of the orchestra (bassoons, tuba, low
horns, double basses) through a soaring line that spans three octaves. The coda
quietly presents a new theme for the unlikely combination of piccolo and horns.

After a brief prelude, which contains reminiscences of the first movement, the
finale’s swaggering principal theme is played by the clarinet accompanied by an
ostinato pattern in the horns. Three more distinct themes follow. Fun, satire, wit,
and energy infuse this movement, which is for the most part merry and capricious,
though not without its moments of menace and even brutality. This movement too
concludes with a coda, a high-powered affair with electrifying effects from the
trumpets, high woodwinds, and percussion department.

For a profile of Robert Markow, see page 12.
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