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©Rowland Kirishima

WAAZEAZEZ P22 CNEZBIELCTEa1—LIER. DA EERKX T DEEED
OENELT HRDEERZU—RUREITTWS. INEKTICHAT A JVIEIEES . KERT«
I EREIEES, RERMEES. RERMEES. HESRKEETRE. REFRES
EXEEEE. REEEEES. MKEEEEE. SEEMEBEMEEZHEDH TS,

BLEVL/N—RU—THSN, ZOHTHEHAZERKT DFHPNEHAREROTENY T
ALR-RIZSVDERBRV Y3V - PI LADF RSBREREIFIFEIND, Fe.
R EREOINSEEEBLVCRRER IV —)VOEBZEEVZFD . BHAT—T
ARTHSHEUTUBANTEY., NDAE(TIF205 EITHEWUERNICEEL TN D,

IVEAER. FHRIE. MUFIE. BEERE. MESFahSICFS, NEEEMRERIICE
BOrya, O9rUN SANS— TOLYaATYN Y294 VUSIC2Y, IUT LDy
ReZ2—IvwItrId—TREN-VRIAY, FLTrv. JIVTIsFHobiEEES (T
foo KEREMTARZHE. RASERZRHAERE., RPBHMUSMAZE. AEFRRFES
SHI%,

Since his debut with NHK Symphony at the age of 22, Naoto Otomo has led the highly
competitive music scene of Japan. He currently serves as Music Director at Ryukyu Sym-
phony (Okinawa) and Artistic Director of Takasaki City Theatre, and previously held a
particular number of posts at the main Japanese orchestras. Otomo has appeared
repeatedly with Royal Stockholm Philharmonic, National Symphony Orchestra of Roma-
nia, Indianapolis Symphony and Hawaii Symphony. Well-known for his wide repertoire
ranging from classical to contemporary works, Otomo has premiered numerous new

works, conducting especially the first performances in Japan of several pieces by James
MacMillan and the opera “A Flowering Tree” by John Adams.

4 12/2 Promenade



J0LF—RI22H—FNo.405

Promenade Concert No.405
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Sat. 2 December 2023, 14:00 at Suntory Hall

1518 @ KRB Naoto OTOMO, Conductor
HOVTFY @ EEFHIE kohei UENO, Saxophone
LAY @ FBASKF] Mari FUKUMOTO, Organ
V-t 29— @ LUARKE Tomoshige YAMAMOTO, Concertmaster

Y= — 2 REEE (A T7—)UDKREE) op31  ©49)

Saint-Saéns: Le Rouet d'Omphale, op.31

FaE a3y PILNS TV I ER ops1 (CEIERY)
(2021) (BT ERBER HFRYIE 239

Dubugnon: Concerto Heroique for Alto Saxophone and Orchestra, op.81 (2021)
[Commissioned by Kohei UENO. World Premiere]

I Modéré HEDRET
I Lent et expressif o< WERIBEN(C
I Moderato PEDERST

{AE8 / Intermission (20 %)

TU=t—2R  TEE 38 /25 op.78F ILAATL) cen
Saint-Saéns: Symphony No.3 in C minor, op.78, “Organ”

I Adagio - Allegro moderato
Poco adagio

I Allegro moderato - Presto
Maestoso - Allegro

ES N IS YN 982 Sl
®E  RR. RRBUERES

B & RRE B PEDR/B T,

P NHRNE (B EERESE B i
&R - EMAF P.81. F&I(F P.84 ZTELIZE L, YOU?\GSEAr
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Kohei UENO

Saxophone

LEHT

YoV IF

©Yuji Ueno

RREM AP SHRBER, F28MEREIRSEIVT—IV IV I+ VEFISBML - 5
AIKE (£ ELRFED) . 2014FF6Q7NILT - PyI BRIV T —IVE2M. NE. FiE.
HEEFN BRDEFEAEDF —T ANSEHE, NHK-FM [X(032) 052w I D8I,
TUETERDRBRVEER|NHEREAT 4P EOBMEDRV, SELUMCHINELBEZE
U RGBKUREIFTT W2, CDREE(F [Eau Rougel (eplus music ./ 2023598 H5T)
Kohei Ueno graduated from the Department of instrumental music at Tokyo University of
the Arts. After winning the 1st prize at 28th Japan Wind and Percussion Competition,
youngest ever in its long history, he won the prestigious 2nd prize at 6th Adolphe Sax

International Competition in Belgium in 2014. He works with most of major orchestras in
Japan. Koheri's latest recording is “Eau Rouge” released in 2023.

Mari FUKUMOTO

Organ
BASHF
FIVAY

©Sonja Werner

ERBM AR EZRER., 2011FCRAYDNY DIV IBEBRIRETIFIL IV T -
WI—S5—DFIFCAD. REBFHERAI/ILAYIYT—Ib. Za)bN)VIEESILH
VBEOVT—)VRETER,. 2022F128(C&/YZA)L-07cEENFMOIOVYD 7Dy
JWEDRFHICD [T FIWHVEEZLREDI=HD (A UTFiHmEM) fit] (Anaklasis) H

FECNze 2023FERAFTIF7AN—IU - T - URNBREAZICTHERSER
HYBEAEED, BEFRUVRATVOEBRRCBVWTCERAIVAZZASDOEBREREEHE
HTWD,

Mari Fukumoto is one of today’s most sought-after organists. Already during her studies
in Tokyo and Hamburg, which she completed with honors, she won numerous 1st prizes
in prestigious international competitions. Currently Fukumoto is the main substitute for
the vacant organist position at Frauenkirche Dresden. Her latest CD recording as a solo-
ist with NFM Wroctaw Philharmonic was released in December 2022.
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Y=t —X:
REF(F >V T7—ILDXRE) 0p.3

SO EVIUKELTIFEVWEER X /23— - =P —2 R (1835~
1921) iZ. ZOBREICIITIVATERORFORMEALZENTZ. LU,
V=Y —VRBENPUTUTY(NRE S 1866 ~ 1944) NEEE-TNBHEDICT,
RIZEDHEND 2P TIHME] Ek>TLEST, POTDRR] TH-T,

Y= =V ANER [Fk] THOREIFRLZBHOUVEDIZ, TI5VAANDRT
B [#A] PETONS, 750V - YANMRELTW Y =0 —2 UL,
YANPEAHLZZOHLWI v IUEIDERL. BOLREFHAEMLLSEE
WITo7ze 18714RICSER LI (A 77— ILDREY 13, o= —CZADEH DR
B CHAHLRBFIC, 7TV AADEMFIC I THRSN R ORERF L1572,

(A2 77—=LDXRE) &, 1872FE4H14HIZYV2—)L - )SRyIL— (1819 ~
87) DAYt —)L - KL —LIZE->THESNze TOEMIZ/SYDFERDS
DFHFEBHIEETELRDPSIZBOD, Yo=Y =2 REoTHIEENRE
FE. DB IV ADEEEOEERI YU LERSTWL, Hr=F—2RiZ
1877TFETOOEMICEHIIZMORERF ((77Th) (FEOEEY (~NTF7L
ZDOBFEERENR) ) 2TZHSE. ZLOMEMRED, Y= - RAUTHEE 2}
TREFHIWDIEAT

FUT77=IVEFV A HEEICBIE T AT 47 (NFYT. BIEOMLT) O
Fo NTILVRIRAACIAREDFERES/-DIC, 3EMPEFREL TV T7—
UIHEZ. RHEDEFICHEELZD, IREBICAVT7—ILOBEERZD, 57201
BADTFEBEITFIZEND, Fr=F—2 UL, ANFTLAZDEEBITHKE LA
V77—, BEDIa—ATHo L HIEHFT . A —F2AF - FILAR (1847
~1903) DEFER. COEREEF TV,

(AT T7—IVORE) &, HOFEFEZOINRERA»S4L2, BEIOEST
BB Oy —VITREPEETA2EFERH OB, EREFEETELTH
ELRIBOESND, ELT7AAIETVL—MIETE85 06T DEM X
FEIZ ATV ERETELD, BNEFHOFBIIZAZE. ANTFTLA
DENPEEREBICL-TELALLRKDNS, BRI TEH—KRILZIILHETEHAR
BERBPBOLEELPOPOIREOLERTE, FENMEFEL, 77—
DOEBEN4TO2HETTEPPICHRSNS, REOTF IR 4ICHEELE,
BRIIELITrAFIOEZFICL-oT. REFHZHE,ICHIONS,

("KREZ)
ERBEEMC: 18714F
B S 1872848148 /U Ya—)b - )SRe)L—18E JvtE—IL - REaL—)L
B\ Bvd0, ZIb—h2 F—RI2. I5Uxnvb2. T7Ivb2. JVRST7Iwbk, Hb

V4, "SURYR2, MOVR—230 TAVINZ, SRRV TFYRI NI, NSAT VT
JUo KRAEE. N\—. %HSH
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FatEaz3v:
PILNT OV T x iERop.81 (REER) (2021)
(BT ERIED,/ tHFE)

IO T EHFFHFESAICBEVLEDIR, 2017850, ICBVLWTTH 5,
WIEH TV Tx U BEIMOFEZRO TV, 2013F4FICHE R THEESN
TFNDIER 2B T ) E2DDF = ANT D7D SNV T4 — L RIGER) 2B
WEIRDPEESTHED. H4EMBIANDRBEE X TEED &S,

ZOB2018FE6AIC. SERENLTAIHHDOETZHENFHRTIN
Too AZBIIMERICOVWTHRLEVEIRD 2. WIET LN 7Y 74 THRATHIC
EAGZENTEDPEEBRICERLZNSIMIEZ TN, AFLSADTILE
POV TAVNCEDEREPHFEORT LIS, BRICENBHLATVLIZ LIS
Wize EVIDOYH, FMIINETIOEBOLOIEMLI-Z &3 2L, BT
BOEARYGIEIN L DEEEVERS25, EFHFOELLZVIEFED
FHREICHELBEE R ZT. WO ENLTIADERICHEEFE TS 2H3 0> T
WeDT RMET AT 7 2IRDERD. HIDS AR EICEEN iR E 7L
NPT DI=DICEZHEEZ T,

LU, 2020FE9RAFTRMIMEMZ RO SN R oz FBIOTF T A ILADYR
BiE 550, FNNFERFIHL6LHOWAREICAIERL TLES D72,
ZNTH20214E3A270ICYa— - 2a7%#=x FF. 5AL1EICH—7 AR —
arvERZRT.

E1EE  Modéré (FHOHEST)

COMEMISEEE (RHOEEEE) GEHL) CHEEMI S, A—rAbS
LHEREVEROMNEZBOLANSIEL, BEREESROEEIRITT S
BREE TS,

[3Ef01]

Modéré J = 66
@ /e de 7 — R .
G2 e : —r= =

COFEBRTITT AT iF —T =071\, molto lento GEHEIZEL)
MOV TITHUNEIFEERT, BREN—TE2HEVENS, LFITA—T4D
EOBEAREMT B, ZOWH/ZNELIZSvE =V BT, YTV TH 52
FHE (E2E—E3E—E2E—E3ELVIHEELO06BFE—REHEAL TS
HTEIZEEREENSDH D) Z0-7208 ., WEICHESETIRRT S (FEAI2) [1]
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(BIF. [10HFZRAITICEREN-HEEE),

(FEfp12]

BIVTHP2ODEBICEDNTRAIZAT T v 7IC (BRIFE: EEDLIFHIC
BHOBEFZLCAHBEDOZEL) MENLTL - AR TTOE EWII(7y
JAICEEL-HE a tempo moderato (FEDEST) 52BN HEL[2].
ZFIPHIOEIEREOFETTHSAllegro tranquillo (FBL,IcP L)
NEAD, HIVTHIE/NHOKRDOTE2EEDOFIHERLANS, RES
ICE->TEEHOEWERE T2 (FEHI3).

E1R)

Allegro tranquillo - = 52

COEREZEEIL. TTIHRRENIZ2DODOTEAEREREL, RIGNZ/ Syt —
VERP P TRBEDI RS-V EERDBR DA RUTCERRICE (LR
59, YIVUTHVB EFTATLRyVIEBFEBEHRTONIIIE>TE NI FA
YV I AR LIzHE. FfDOREVWEELELD[9]. PUTHRAIIELEEZEE
DERL. SEFICLDFEOLILEMNTHO LT, VIURAMIE2FEICE DL
KDL EREETSH[10-14], ZLvizrFDdbE, REZTICEAFHLALVLE
BHOZTHUPERGZERIZES>TEWVWRED[LS], V7V T+ IE8E LR Tr—)L
R Th,

3E/NSZOHENEZIED, AR av DI RLEEBICEIFEIERSN
5[16]. ERIFREIZHLSZHE L. poco pit animato (R MHRIEIZ) [17-19]
POITMH PR FE ST I EEN, BROT 7 F =B RLEES>TRRS
N, FE2EBEICEODQ)AIAN)St—IANEETH[20]. FRIZSHICHTE
EEOT, BWIL—"T—%vt—V%FET, Y7V TxEyrark—yay
DTNy Vazi@/RU[21-22] BEISEWVWAT —LEETSH[23]. KEED
BRIIEDFEL2FHEEEHITH IV TAVP—FHONIER W zHE, VI AMNIAE
WHTUIFZIZAD, V730 PHER2EEED—D, Ab6~EET B, B
2FEHEICEDCEEN, [20] TT TCICRRENEDITH<. FBIFEICEDI<a—
TOhE. TOEZIIREBNALEIILTERDS,
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$E2RE  Lent et expressif (D-<KDEREEDIT)
BMENTN2EEICT PN O TR ZTII/RET, BERNAE3TE
EIEEICEPICE TG, Y7V 74 B2k (FEF14)

[E&14]
Lent et expressif J = 52
3 3
5 e === ==ee—— = L"i!!}}
mf —p
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RTCEAEFBICEDIEVERRIGEL, KESTTTAIAT —IUALIIELTW
Ko BENTVIARNDAT VY FICAD. HT Y 7I35E4FEBICE DV EIEE D
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T4F—LRIoHBBHOEHE TR RSN KRBT (grand
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£9 5, AT ANTIIESEEEREZV Y ABOERE (EBI7) ICE-TRET .

[5E&417]
Rapide J = 118

%gg.i.f.““ y o e iy s
“P‘ e tﬁ i I|:vl-,_ - ' 5 ! : -

CIHBRIAVISINAEF O IF—F T R=AEF|EZIF, VY ANMIEUN
HiHENSMbD, BEIIREICEY NV RAOEEAER, TL—RXDKEDHD
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Y REER
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=
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Yyy—)l s Fala=ay
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(2001-07) TrAAVHER (2008) 267/ E2DDF =T AT D128
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WHUBRTNVEEEGN—EZ—TEPIZEHL. BEHRD - 75—IaH
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Saint-Saéns:
Le Rouet d’Omphale (Omphale’s Spinning Wheel), 0p.31

Camille Saint-Saéns: Born in Paris, October 9, 1835; died in Algiers, December 16,
1921

The genre known as the symphonic poem, or tone poem, was essentially the
creation of Franz Liszt, who wrote a dozen of them over the decade 1848-1858
(plus one more late in life).

His aim was not so much to tell a story in music as to express an idea based
on a literary figure, historical character, or dramatic situation. Inspired by his friend
Liszt, Saint-Saéns took up the genre himself in the early 1870s, turning out four of
them between 1871 and 1877. Discounting Franck’s Ce qu’on entend sur la mon-
tagne (1845-1847), which the composer never published or performed, Saint-Saéns’
four examples remain the first symphonic poems written by a Frenchman. Three of
them - Le Rouet d’Omphale (Omphale’s Spinning Wheel), Phaéton, and La
Jeunesse d’Hercule (The Youth of Hercules) - draw on Greek mythology for their
subject matter; the remaining one is the popular Danse macabre. Interestingly,
three of the four depict some kind of motion in musical terms: spinning, riding
(Phaéton), and dancing.

The idea to write Omphale’s Spinning Wheel came from three unrelated
events that occurred in close succession in the composer’s life: (1) reading in Victor
Hugo’s Contemplations about a Lydian queen named Omphale; (2) noticing an
ebony spinning wheel in a friend’s home; and (3) observing a portrait of Venus in
the studio of the artist Cabanel. Saint-Saéns first composed the piece for two pia-
nos, in which form it was premiered on December 7, 1871 at the newly formed
Société nationale in Paris. The revised, symphonic version was premiered on April
14 of the following year at a Concert populaire conducted by Jules Pasdeloup.

“The subject of this work is feminine seduction,” wrote the composer, “the
victorious struggle of weakness against strength. The spinning wheel is only a pre-
text, chosen solely from the point of view of the general style and movement of the
piece.” The “struggle of weakness against strength” refers to the subjugation of the
“strength” of Hercules by the presumably “weak” Omphale. In Greek mythology,
Zeus sent Hercules to Omphale to serve as her slave in punishment for having
killed a man without just cause. She forced him to dress in women’s clothing and to
do women’s chores like spinning and weaving. For a man of Hercules’s strength,
brawn and bravado, the humiliation was punishment indeed. As for the spinning
wheel in Saint-Saéns’ title, one must overlook the fact that it did not exist in mytho-
logical Greece.

The eight-minute tone poem employs three motifs: the sensation of a spin-
ning wheel (opening bars); Omphale herself (a succession of rising duplets (first
presented by the flute) suggestive of a coquettish, seductive woman; and Hercules’
misery (bassoons and low strings).

(Robert Markow)




Dubugnon:
Concerto Heroique
for Alto Saxophone and Orchestra, op.81 (2021)

Editions Peters

dedicated to and commissioned by Kohei Ueno

World premiere in Tokyo, 2 December 2023 by the dedicatee, Tokyo Metropolitan
Symphony Orchestra, Naoto Otomo (conductor)

2 Flutes (2nd doubling Piccolo), 2 Oboes, 2 Clarinets in Bb (2nd doubling Bass
Clarinet), 2 Bassoons, 2 Horns, 2 Trumpets, 2 Trombones, Tuba, Timpani, Harp,
Strings, Solo Alto Saxophone

I met Kohei Ueno in May 2017, in Paris. He came to see me because he
wanted a concerto and remembered listening to my Battlefield concerto in Tokyo
in April 2013, which made a strong impression on him and he kept this commission
as an idea in his mind for four years.

Later, in July 2018, Kohei came to my house in Picardie and we started
discussing the piece and he demonstrated what he could technically do with the
Alto Sax. I started listening to a lot of Alto saxophone music and to his recordings,
to get acquainted with this instrument, because I hadn't written for this instrument
before and I really wanted to make it special. I was very impressed by the
incredible talent of Kohei, and knowing his great expectations from me, my idea
was (humbly) to try to write the most heroic concerto that we might know for the
Alto saxophone.

However, I didn't start composing it before September 2020, as I felt
distraught by the beginning of the Covid crisis and all the professional problems it
created in the music world. I finished the short score on March 27th and
orchestrated the score by May 11th 2021.

I. Modéré (moderato) the concerto opens on the main theme, with the whole
orchestra playing large chords in accelerando, the high and the low instruments
going in contrary motion:

Modéré J = 66
ﬁ e te be e ey,
ﬁ 3

After this short dramatic opening, the saxophone comes in playing the main
theme accompanied by the strings and the harp, a tempo molto lento, in an
introduction resembling a recitativo. In this slow passage, the saxophone also
plays the 2nd theme (related to the 1st theme by the use of a 6-note mode: % tone
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-1 % tone - % tone - 1 % tone etc.), slowly and in accelerando (Fig. 1):

The saxophone plays more and more melismatic improvisatory phrases on
those two themes, before reaching a short climax which is followed by a tutti a
tempo moderato (Fig. 2). This leads into the Allegro tranquillo, the main part of
this first movement, where the saxophone plays a moto perpetuo motif in repeated
notes, quoting the 2nd theme at the end of the bar:

Allegro tranquillo J=52

This fast movement develops the two themes we previously heard, with some
changes of mood, alternating virtuoso passages with more calm and expressive
ones. After a short climax where the saxophone plays the 2nd themes in ascending
arpeggios and very high trills, we hear a long tutti f - ff (Fig. 9) which progressively
calms down, introducing a passage with decorating waves of triplets on top of
which the soloist plays a cantilena based on the 2nd theme (Fig. 10-14). After a
crescendo, the fierce moto perpetuo with repeated notes comes back in a big tutti
(Fig. 15), then comes the saxophone playing fast scales.

The triplets stop and the music becomes syncopated, with the return of the
1st theme (Fig. 16). The music is more and more agitated, poco piu animato (Fig.
17-19) with funky rhythms in the lower strings accompanying the 1st theme with
small ornamentations and which culminate in a short rhythmical passage based on
the 2nd theme (Fig. 20). The music becomes even more agitated in a long groovy
passage where the saxophone plays syncopated arpeggios (Fig. 21-22) and
extremely fast scales (Fig. 23). After playing a series of trills accompanied by the
2nd theme in a very loud tutti, the saxophone plays a short cadenza reaching A b6,
one of the highest possible notes on the instrument. A tutti based on the 2nd theme
follows, similar to what we heard previously at Fig. 20. This movement ends in a
big collapse, on a coda based on the 1st theme.
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II. Lent et expressif (slow and expressive) begins very quietly with muted
divided strings, playing the sensuous 3rd theme of this concerto, then followed by
the soloist:

Lent et expressif J=52

f) '_3_|_| i —;-I — T T

e

mf ——p

This theme is punctuated by pizzicati in the celli and double basses on a
Sicilienne rhythm, that we shall call Theme 3b:

l
il

This music is developed and ornamented and comes to a short climax, which
is followed by the 4th theme of the concerto, played by the solo violoncello (Fig.
28) un peu plus de mouvement (a little faster) which is very expressive with quasi-
romantic harmonies underneath:

un peu plus de mouvement J = 62

a i :
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The music is passionate and more and more agitated (Fig. 29-33) in a long
development based on the 4th theme, with some elements of the 1st theme (the
rhythm and descending thirds of its beginning and the ending triplet). It reaches a
long tutti based on the 4th theme at a faster tempo, which accelerates into a big
descending scale. This is followed by a cadenza of the soloist, who begins
improvising on the 4th theme, then combines the 3rd theme with 3b, playing slap-
tonguing effects to imitate pizzicati. This cadenza is in some places accompanied
by the orchestra, in a kind of recitativo.

The tutti comes back progressively, still playing the 3rd theme (Fig. 36-37)
then moving on to a development of the 4th theme (Fig. 37-39) leading to a very
quiet and expressive moment, which is more remotely based on the same theme
(Fig. 40). This 2nd movement ends on a coda based on the 4th theme combined
with the Sicilienne rhythm in pizzicato (3b).
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III. Moderato This finale begins with a similar “grand opening” that we had
at the beginning of the concerto, with the addition of the soloist from the very
beginning. The 1st and 2nd themes come back in a dramatic way, again with some
melisma played by the soloist which end into obsessive trills in a descending
arpeggio. The Rapide (fast) movement begins with the soloist alone, playing a
series of slap-tonguing effects which imitate a walking bass (Fig. 43). The orchestra
answers with the jazz inspired 5th theme of the concerto:

Rapide J = 118

!
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This time the double basses and violoncelli take over the walking bass and
the soloist joins in after a few bars. The music comes progressively to another
theme, more inspired by music for Big Band, with comical glissando effects at the
end of the phrase (Fig. 45):

This joyous music, full of wit and surprises, displays a series of variations on
those two themes in a progressively more frantic pulse. The music becomes even
more agitated and reaches a big climax fff (Fig. 51-52) which is followed by a reca-
pitulation of the 3rd theme of the concerto at a slow tempo (Lent) reminiscent of
the 2nd movement, here played by the lower strings with the theme 3b as an
accompaniment in pizzicati. The saxophone enters, playing the 4th theme (Fig. 53).

The music becomes more passionate and leads to another brief recapitulation
of the “grand opening” (Fig. 54) which accelerates and bring us to the fast ending
coda of the concerto, which is based on the jazzy walking bass and a last surpris-
ing appearance of the theme 3b in tutti, repeated 4 times ff as a conclusive state-
ment.
©Richard Dubugnon, Rantigny - 2021.

Richard Dubugnon and Kohei Ueno

. Photo by Richard Dubugnon
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Richard Dubugnon was born in Lausanne (Switzerland) in 1968. He started music
at the age of 20 after reading History in Montpellier and was accepted into the
Paris Conservatoire in 1992. Dubugnon further studied at the Royal Academy of
Music in London. When he returned to France in 2002, he became the recipient of
the Pierre Cardin Prize from the Académie des Beaux Arts in Paris. In 2015 he was
awarded the Grand Prix SACEM. For the 2016/2017 season Richard was
composer-in-residence with the Winterthur Musikkollegium. Described as “driven
by a playful modern sensibility” by the New York Times, Dubugnon’s music has
been performed by many musicians. His masterpieces are Arcanes Symphoniques
(2001-07), Violin Concerto (2008), Battlefield Concerto (2011) for two pianos and
double orchestra, The tone poem Helvetia, Alpine Flight (2013), Klavieriana
(2015), a concerto for piano, orchestra and “celeste obbligato” , Caprice III Romain
(2016), and Caprice IV Es muss sein! (2017), among others. Richard is also a
double bass player, who performed his music with the Béjart Ballet and freelanced
with the Paris Opéra. Since January 2021, he is Legal expert in music at the Court
of Appeal in Paris.

Saint-Saéns:
Symphony No.3 in C minor, op.78, “Organ”

I Adagio - Allegro moderato
Poco adagio

I Allegro moderato - Presto
Maestoso - Allegro

For grandeur, majesty and sheer tonal opulence, few symphonies can stand
beside the Third of Saint-Saéns. The prominent contribution from the organ, the
“King of Instruments,” provides an additional measure of imposing sonority to the
work. Yet this symphony is an anomaly in the composer’s oeuvre. First, it is the
only one of his five symphonies to achieve any lasting reputation. Saint-Saéns is
not much regarded as a “symphonist,” and were it not for the Organ Symphony, he
would have no more importance in this field than Fauré or Gounod. (Saint-Saéns
also left two more numbered and two unnumbered symphonies, all written many
years before the Third.) Second, there exists virtually no French symphony upon
which Saint-Saéns could have modeled his Third in terms of spaciousness and
grandness of design. The last really great French symphony had been Berlioz’
Symphonie fantastique (1830), which relied heavily on programmatic elements;
these are totally lacking in Saint-Saéns’ symphony. Hence, the Organ Symphony
was really the first in a line of grand French symphonies that bore fruit from
Franck, d’Indy and Chausson among others. And third, there is little in Saint-Saéns’
other music to prepare us for this symphony’s monumentality and its undisguised
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attempts to “wow” the audience. Saint-Saéns generally conformed to the stylistic
traits of much French music - charm, elegance, restraint, plus the transparent scor-
ing, clean outlines and consummate craftsmanship of a basically classical orienta-
tion. The Organ Symphony has all of this, but it has more as well - much more.
Critic Michael Steinberg has dubbed Saint-Saéns the “master of the immense and
effortless fortissimo.”

The Third Symphony was written in early 1886 as the result of a commission
from the Royal Philharmonic Society of London. The first performance took place in
St. James’s Hall in London on May 19 of that year. It was a gala event of course, with
the Prince and Princess of Wales (Edward VII and Queen Alexandra) in attendance.
Saint-Saéns conducted his symphony after having already appeared as soloist in
Beethoven’s Fourth Piano Concerto in the same concert. The public loved the sym-
phony, and critical reception was generally favorable, though some critics grumbled
about its unorthodox design. One found “a great deal to admire in this glowing
orchestral rhapsody,” but declined to call it a symphony. At the first performance in
Paris, Charles Gounod made his famous comment, “There goes the French
Beethoven.”

The score is, appropriately enough, dedicated to Franz Liszt, who died just
two months after the first performance. Liszt never heard the symphony, but his
influence on the younger composer cannot be overestimated. The entire Organ
Symphony is based on the principle of continual transformation of a “motto”
theme, the very principle that Liszt developed in so many of his own works. This
theme makes its first full appearance in the restless series of short detached notes
in the violins, following the slow, mysterious introduction. The attentive ear will
pick out this theme in its rhythmic and coloristic metamorphoses throughout the
symphony - at varying times flowing and lyrical, detached and fragmented, broad
and noble, or agitated and restless. The melodic line is also sometimes altered as
well.

Although ostensibly in two large parts, the work conforms basically to a stan-
dard four-movement symphony. The first movement contains a contrasting second
theme - a gently swaying line in the violins which serves as a contrast to the first -
but it is the first theme (the “motto” ) that is mostly developed. The Adagio move-
ment is ushered in by soft pedal points in the organ, and unfolds leisurely in a
mood of elevated and lofty contemplation. After a full, extended pause comes the
agitated scherzo-like movement, one of extraordinary energy and drive. Into its ner-
vous principal theme are worked fragments of original “motto” material (lightning
flashes of woodwinds). The most exultant moments are reserved for the concluding
section, announced by an enormous C-major chord from the organ. Sonic thrills
pile up to ever greater heights, and the symphony ends in a magnificent blaze of C
major.

(Robert Markow)

For a profile of Robert Markow, see page 57.
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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra,
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. Ono was formerly General Music Director of Badisches Staatstheater
Karlsruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filar-

monica Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music
Director of Barcelona Symphony.
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Subscription Concert No.988 A Series

Series ‘ ]

|
20232 1 287/ 800 19:008=

Thu. 7 December 2023, 19:00 at Tokyo Bunka Kaikan
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Subscription Concert No.989 C Series ‘
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Fri. 8 December 2023, 14:00 at Tokyo Metropolitan Theatre

EE @ j(@%%ﬂi Kazushi ONO, Conductor
£7/ @ Z15A )L/ AF— Nikolai LUGANSKY. Piano
VY —hY 29— @ FERZESL Tatsuya YABE, Concertmaster

L—H— 1 RyIJUVICEKD 4 DDEFFop.128 299)

Reger: Four Tone Poems after Bécklin, op.128

I Der geigende Eremit DA FV < EE
I Im Spiel der Wellen EEDEN

I Die Toteninsel DS

IV Bacchanal NyAF—Ib

—_— —_— . O —_ = \
SONZV T E7/HREE 1 & BAEH op1 @79
Rachmaninoff: Piano Concerto No. 1 in F-sharp minor, op.1

I Vivace - Moderato

I Andante

I Allegro vivace

A28 / Intermission (20 %3)

A=Y RREHES 48 T8 op.120 (18571 FFid5IHR) 8%
Schumann: Symphony No.4 in D minor, op.120 (1851 Revised version)

[ Ziemlich langsam - Lebhaft
I Romanze: Ziemlich langsam
I Scherzo: Lebhaft

IV Langsam - Lebhaft
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Nikolai LUGANSKY

Piano
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©Marco Borggreve

ERITHRERFRETERATVEERTIF T+ - T AN —, 9FF7F - Z05—1T
0. BILTA - RUVAF—ICEIE. 2013F4BIC[O0YV 7 AREMR] EHRESTIN TV S,
WEEFOVRY - Talbe T4IUN—FZ7E, YUISVIVRIE, )NUE, R4 -0
TURE, U9 - FrF—UFEUTHTE—E. YVINMTIVTIIT - ToIUIREEH
B, UHAFIVERBRETIFOATETZR—IL. N)VU - TV TIVMNNDR, T4—2 -
OAVVIIUMNDRA, Yv Y PBUBEIE. ERITDBRRAR—IVEEICEER. L—E.
ANIFPIRA RARF— JZv—EI75EHELTVD, BBCPOLR, JT)LET, ITF77
VNSREDBERICHERNICHA

LO—F4 7 DsHIbEL. INETICTAF7NNVY - R=IVE, ITI—-JTIvIE,
[DSEIAVIFEDIT(I—R - FaA RAEREETE,

IURT (BRI DEROEH) DT IR/ T« TIRTAI7IVE=MEE, Ffe. 4D
JI7IDT IR ISR EUEHNIC OV —hEREL TS,

Nikolai Lugansky studied at Central School of Music in Moscow and Moscow Conserva-
tory where his teachers included Tatiana Kestner, Tatiana Nikolayeva, and Sergei Doren-
sky. He was awarded the honour of “People's Artist of Russia” in April 2013. He has per-
formed with orchestras including London Philharmonic, Philharmonia Orchestra, San Fran-
cisco Symphony, Orchestre de Paris, Orchestre de la Suisse Romande, Orchestra
dellAccademia Nazionale di Santa Cecilia, and St. Petersburg Philharmonic. Lugansky has
appeared at Wigmore Hall, Konzerthaus Berlin, Wiener Konzerthaus, Théatre des
Champs-Elysées, and the Great Hall of Moscow Conservatory, among others. He is Artis-
tic Director of Tambov Rachmaninoff Festival and is also a supporter of, and regular per-
former at, the Rachmaninoff Estate and Museum of lvanovka.
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Program notes by Robert Markow

Reger:
Four Tone Poems after B&cklin, op.128

I Der geigende Eremit (Hermit Playing the Violin): Molto sostenuto
II Im Spiel der Wellen (Play amidst the Waves): Vivace

Il Die Toteninsel (The Isle of the Dead): Molto sostenuto

IV Bacchanal: Vivace

Max Reger: Born in Brand (near Regensburg, Bavaria), Germany, March 19, 1873;
died in Leipzig, May 11, 1916

Max Reger's life was short (just 43 years) but intense. Chamber music, orches-
tral works (but no symphonies), songs, and one of the most significant bodies of
organ music since Bach account for the majority of his output of his considerable
output (some 150 opus numbers plus many more unnumbered compositions). Reger
saw himself as a late-nineteenth-century keeper of the flame that burned brightest
in his classically oriented forebears like Bach, Mozart, Beethoven and Brahms.
Essentially conservative in outlook, his highest ideals were technical mastery and a
command of contrapuntal resources, to which he wedded explorations in chromatic
harmony and richly textured sonorities. Nearly all of his orchestral music was com-
posed in the last few years of his life (Op. 90 was his first orchestral publication!).
The most notable works in this category include a Piano Concerto (championed by
Rudolf Serkin), a Violin Concerto, a Sinfonietta, Symphonic Prologue to a Tragedy,
the Mozart Variations, the Variations and Fugue on a Theme by Hiller, and the
work heard on this concert.

The Four Tone Poems after Arnold Bécklin were written in 1913 and
inspired by paintings of the famous Swiss artist (1827-1901). Much like the four
components of Respighi’'s Pines of Rome or Fountains of Rome, they constitute
four independent short pieces built around a common theme; they can be per-
formed individually or as a totality. Two slow, quiet pieces (Nos. 1 and 3) alternate
with shorter, lively numbers. Reger conducted the municipal orchestra of Essen in
the premiere on October 12, 1913.

“Hermit Playing the Violin” has an almost otherworldly serenity to it - con-
templative, reverent, even ascetic. The painting depicts a solitary old man playing a
violin, standing but hunched over, seemingly oblivious to the cherubs looking on.
He is obviously lost in a world of his own, concentrating totally on his music-mak-
ing. Slowly shifting blocks of sonorous sound create an ecclesiastical mood for this
monastic setting. There is little for winds or percussion to do in this movement; it is
essentially a piece for solo violin and double string orchestra (one muted, the other
not).

Water nymphs and sea gods cavort in “Play amidst the Waves.” The evoca-
tion of sea foam, swirling eddies, splashing water, and heaving swells call to mind
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the analogous movement of Debussy’s La Mer, composed a few years earlier with
its sparkling orchestration (flutes, fluttering violins, triangle, and harp come to the
fore). Short musical motifs are tossed around like ocean spray.

Seasoned concertgoers may well recognize the title of the third Bécklin paint-
ing of Reger’s four tone poems. The Isle of the Dead is one of Rachmaninoff’'s most
masterly compositions, a 22-mintue evocation of a painting Bocklin did in no fewer
than six versions (the last with his son), all somewhat different yet all immediately
recognizable as coming from the same source of inspiration. The association with
Greek mythology — Charon gliding across the black water of the Styx — is too close
to be ignored. Bocklin, who spent much of his life in Italy, presumably had a specif-
ic Mediterranean island in mind for his painting (perhaps Pondikonisi, which lies off
the shores of Corfu; some authorities maintain it was Ponza, largest of the Pontine
Islands in the Tyrrhenian Sea). Some twenty different composers have set this
famous work of art to music, though Reger and Rachmaninoff are the only well-
known ones. (Details of this and other Bocklin paintings set to music can be found
at the invaluable web site musiknachbildern.at (music derived from paintings).
Dark, somber, haunting, gloomy are the operative words for both painting and
music. “Bleak, desolate despair ... violent eruptions of pain [percussion] -+ and
finally, a great transfiguration” is Reger’s description.

Reger brings us out of this morbid scenario with a “Bacchanal,” which in the
words of one writer, “bursts forth with delirious energy, taking the entire orchestra
on a whirlwind ride that would befit the grandest of Pagan festivals.”

Rachmaninoff:
Piano Concerto No. 1 in F-sharp minor, op.1

I Vivace - Moderato
I Andante
Il Allegro vivace

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

Rachmaninoff wrote his first piano concerto while still a student at the
Moscow Conservatory. He was just seventeen when he drew up the sketches, and
he completed it in July of 1891. Rachmaninoff was as brilliantly precocious a com-
poser as he was a pianist. By the time of his graduation from the Conservatory, a
year ahead of his class at the age of nineteen, he had already written, in addition
to the concerto, an opera, a scherzo for orchestra, two tone poems, a string quartet,
several songs and much piano music. On March 29, 1892, the year of his gradua-
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tion, Rachmaninoff as soloist gave the world premiere of the concerto with the
orchestra of the Moscow Conservatory, Vasily Safanov conducting.

A fellow student, Mikhail Buknik, wrote that at the rehearsals for the concer-
to, “Safonov had a hard time with Rachmaninoff. This student [Rachmaninoff] not
only refused categorically to accept alterations, but also had the audacity to stop
Safanov, pointing out his errors in tempo and nuance. This was obviously displeas-
ing to Safanov. Rachmaninoff’s talent as a composer was so obvious, and his quiet
self-assurance made such an impression on all, that even the omnipotent Safonov
had to yield.”

Nevertheless, the concerto met with only a lukewarm reception, and
Rachmaninoff realized that it did need revision. But various events in his life,
including depression, much travel and concertizing, kept him from this task until
1917, just as the Revolution was breaking out. By this time, he had already written
the immensely popular Second and Third Concertos, and he was eager that his
First attain the same stature. So engrossed was Rachmaninoff in his work that he
recounted: “I did not notice what went on around me. Consequently, life during the
anarchistic upheaval, which turned the existence of a non-proletarian into hell on
earth, was comparatively easy for me. I sat at the writing table or the piano all day,
without troubling about the rattle of machine guns and rifle shots."

Twenty-six years elapsed since he had written the original version.
Rachmaninoff’s experience and mastery of orchestration now led him to excise all
superfluous elaboration, thick chords and heavy orchestration. By this time
Rachmaninoff was at the height of fame and fortune as a traveling virtuoso. He
noted with a touch of frustration that “when 1 tell them in America that I will play
the First Concerto, they do not protest, but I can see by their faces that they would
prefer the Second or Third.”

The influence of Tchaikovsky’s Fourth Symphony, barely a dozen years old
when Rachmaninoff wrote his First Concerto, can be detected in the opening horn
fanfare, which is immediately followed by a flourish of thundering double octaves
in the piano. The first three notes of the piano flourish serve as a motto, found
throughout the concerto in various guises and forms. Two lyrical themes are then
presented, both full of expressive yearning and with “Rachmaninoff” stamped indel-
ibly all over them. All three ideas are explored in the mighty cadenza.

The slow movement, introduced like the first by a horn solo, is a dreamy noc-
turne. The piano takes up the horn’s opening motif and reflects upon it at length.

The finale is a barnstorming display of virtuosity. As its central episode
Rachmaninoff inserts a big romantic theme that might easily have become one of
his most famous had it been used in the Second or Third Concerto. The work ends
predictably in a flurry of exciting flourishes for both piano and orchestra.
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Schumann:
Symphony No.4 in D minor, op.120 (1851 Revised version)

I Ziemlich langsam - Lebhaft (Fairly slow - Lively)
I Romanze: Ziemlich langsam (Fairly slow)

Il Scherzo: Lebhaft (Lively)

IV Langsam - Lebhaft (Slow - Lively)

Robert Schumann: Born in Zwickau, June &, 1810; died in Endenich (near Bonn),
July 29, 1856

In 1841, a year after marrying Clara Wieck, Schumann seriously turned to
orchestral writing for the first time. This was precisely what she had long been urg-
ing him to do, for only in the arena of large-scale orchestral works did she feel her
husband could compete with giants like Mozart and Beethoven. Hence, in 1841,
Schumann wrote, in rapid succession, the Symphony No. 1 in B-flat major (Spring),
the Overture, Scherzo and Finale, the Phantasie in A minor (which later became
the first movement of the Piano Concerto), and the present symphony in D minor.

Schumann at first thought of calling it a “symphonic fantasy,” knowing full
well that “nothing arouses disagreement and opposition so quickly as a new form
bearing an old name.” And new it certainly was! The work represents something of
a landmark in the history of the symphony in its unprecedented cohesion and struc-
tural unity. Although nominally laid out in the standard classical four movements,
the movements are connected by “speaking rests” (rather than long pauses)
between. Even more significantly, Schumann adopts an initial melodic cell (the
darkly brooding, slowly winding line in the strings heard in the opening bars) and
pursues it in myriad forms and guises throughout the entire symphony, thus confer-
ring what he called an “inner spiritual bond” on all its motifs and themes. “The
finale should know what the earlier movements contained,” he said.

The first performance of what Schumann designated at the time his “Second
Symphony” took place on December 6, 1841 in Leipzig conducted by Ferdinand
David. It was not a success, and the composer withdrew the work for revision.
However, Schumann did not attend to this until a decade later, by which time two
more symphonies had been written (in more traditional layout), today designated
No. 2 in C major and No. 3 in E-flat major (Rhenish). Following substantial chang-
es to the orchestration and new movement titles (now in German rather than
[talian). Schumann again presented the D-minor Symphony, this time in Dusseldorf,
on March 3, 1853 with the composer conducting. This time it was a success, and
the score was published by Breitkopf und Hértel in December of that year as Op.
120. This is the version most often performed today.

The slow introduction immediately presents the motivic cell that will unify the
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entire symphony — that darkly brooding line mentioned above. (Listeners familiar
with the standard 1851 revised score will note immediately the differences in
orchestration.) The first movement’s principal theme gradually coalesces and
assumes its full form when the propulsive Allegro arrives. A second lyrical idea is
heard later, and becomes increasingly interlaced with the restless principal theme.

The Romanze begins with a pensive theme sung by solo oboe and solo cello,
followed by the subject from the symphony’s opening in darkly veiled colors. A
contrasting, more brightly scored Trio section presents the same subject with deli-
cate solo violin embroidery. A final statement of the oboe/cello theme rounds out
the movement.

The vigorous Scherzo presents the unifying melodic cell in still another guise,
this time played in inversion (upside down) to a strongly insistent rhythmic figure.
The Trio brings back the same melodic arabesques derived from the second
movement’s Trio. Both Scherzo and Trio are repeated.

The passage connecting the third and fourth movements represents to
Donald Francis Tovey “darkness before dawn which just avoids provoking compar-
ison with that of the same point in Beethoven’s C-minor symphony.” The finale’s
exposition bursts forth in glorious D major, and Schumann puts now-familiar mate-
rial through fresh paces while introducing a new lyrical idea as well. The pulse
becomes increasingly faster as the symphony is propelled breathlessly to a brilliant
conclusion.

For a profile of Robert Markow, see page 57.
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Antoni WIT

Conductor
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Antoni Wit is one of Poland's most highly regarded conductors, with a bold commitment
to Polish music ranging from Lutostawski, Szymanowski, Kartowicz, and Penderecki to
Gorecki and Kilar. A top prize winner in Karajan Conducting Competition in 1971, he
served as General and Artistic Director of Warsaw Philharmonic and Music Director of
Orquesta Sinfénica de Navarra in Spain. He is Conductor Laureate of Krakow Phitharmon-
ic in Poland. Wit was awarded the French Légion d'honneur in 2015. He has performed
with orchestras including Berliner Philharmoniker, Sachsische Staatskapelle Dresden, Ton-
halle Orchester Zurich, Orchestra dellAccademia Nazionale di Santa Cecilia, Orchestre
national de Lyon, St. Petersburg Philharmonic, Cleveland Orchestra, and Orchestre sym-
phonique de Montréal.
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Tue. 19 December 2023, 19:00 at Suntory Hall

1512 @ 7>/N"-J Antoni WIT, Conductor
£7/ @ [RHFRF kyohei SORITA, Piano
JVy—hvR9— @ LUK KE Tomoshige YAMAMOTO, Concertmaster

F5—)U gIEHETURANY R - Fv0O)L (1972) a59)

Kilar: Prelude and Christmas Carol (1972)

SORZ) D E7 /R 2 & /\5E op.18 G5

Rachmaninoff: Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando

fAE8 / Intermission (20 %)
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Penderecki: Symphony No.2, “Christmas Symphony”
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Kyohei SORITA

Piano
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In 2021, Kyohei Sorita made history as the first Japanese artist in fifty years to win 2nd
prize at the esteemed 18th International Chopin Piano Competition. Since his debut in
2016, this gifted pianist has collaborated with renowned orchestras such as Minchner
Philharmoniker, Deutsches Symphonie-Orchester Berlin, Warsaw Philharmonic, and NHK
Symphony. As a soloist, Sorita has received highest acclaim not only in Japan but also in
countries such as France, Austria, Germany, Italy, Canada, and China. He is scheduled to
make his debut as conductor in Vienna in December 2023. Sorita founded and incorpo-
rated Japan National Orchestra in 2018. The Orchestra places its homebase in Nara Pre-
fecture, and promises to create opportunities and elevate the artistry of orchestras
worldwide. Starting in 2021, Sorita has undertaken a new endeavor as the curator of
Solistiade, a music salon designed to foster connections between emerging musicians
and their devoted supporters. He has completed his studies at both the prestigious Mos-
cow Conservatory and Chopin University of Music.
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Program notes by Robert Markow

Kilar:
Prelude and Christmas Carol (1972)

Kilar: Born in Lwéw, Poland (now Lviv, Ukraine), July 17, 1932; died in Katowice,
Poland, December 29, 2013

Wojciech Kilar, who died almost exactly ten years ago (December 29, 2013),
might well be remembered as the Polish equivalent of John Williams in America or
of Erich Wolfgang Korngold in Vienna. His compositional career generously
encompassed two worlds, those of film, for which he was the better known, and of
classical concert music. In the latter category, he left five symphonies, numerous
other orchestral works, and much choral music, some of it with orchestra. The
Philadelphia Orchestra, the Cleveland Orchestra and the New York Philharmonic,
among others, have played his works. During the 1960s, Kilar, along with the likes
of Gérecki and Penderecki, formed the vanguard of avant-garde Polish music. Kilar
later abandoned his modernist approach in favor of inspiration from Polish folk
music and from religious prayers and hymns. His most famous orchestral work is
probably the symphonic poem Krzesany (1974). So prominent a figure was Kilar in
his homeland that his funeral was attended by Poland’s First Lady and its Culture
Minister.

Nevertheless, it is as the composer of over 130 film scores that Kilar will be
most remembered. Over one hundred of these were for Polish films, yet those for
which he won the greatest recognition were done abroad. Like Williams and
Korngold, Kilar enjoyed a Hollywood connection. In 1992, Francis Ford Coppola
invited him to write music for the horror film Bram Stoker’s Dracula, for which
Kilar won an ASCAP Award. In 1994 he wrote music for Roman Polanski’'s film
Death and the Maiden, and a year later the score for Jane Campion’s The Portrait
of a Lady. In 1999 he was invited to compose music for The Lord of the Rings, an
assignment he at first accepted but later rejected when he realized the amount of
work involved. Also that year he again collaborated with Roman Polanski in music
for the horror film The Ninth Gate, and still again with Polanski in 2002 for The
Pianist, based on the 1946 autobiographical book The Pianist by the Polish-Jewish
pianist and composer Wiadystaw Szpilman, a Holocaust survivor.

The Prelude and Christmas Carol dates from 1972, when Kilar was moving
in the direction of a more folk and religious orientation. Scored for four oboes and
strings, the ten-minute work was described by the composer as follows: “In this sin-
gle-movement work one may distinguish something reminiscent of three sections,
separated by longer pauses: the introductory section (the prelude); the central one,
a quasi-canonical development of the traditional Polish carol Nastat nam jest
dzieni wesoty (A joyous day); and the final section, a sort of coda.”
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Rachmaninoff:
Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando

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

Rachmaninoff’s Second Piano Concerto, one of the most beloved in the entire
repertory, had a strange genesis. The harrowing experience of the utter failure of
the composer’s First Symphony (1897) had plunged him into deep melancholy, and
he shunned both the social and musical worlds. He finally consented to see a Dr.
Nicolai Dahl, who had acquired a reputation for successfully treating nervous dis-
orders through hypnosis and auto-suggestion. By inducing Rachmaninoff to repeat
over and over phrases such as “You will begin to write your concerto -~ You will
work with great facility -~ The concerto will be of excellent quality ---” while in a
hypnotic daze, the young composer’s creative impulses were recharged.

The second and third movements were ready for performance on December
15, 1900, and the first complete performance took place on November 9 of the fol-
lowing year. On both occasions, Rachmaninoff was the soloist, and the conductor
was his cousin and former teacher Alexander Siloti. The score bears a dedication to
the man who had made it all possible, Dr. Dahl. Popular success was immediate,
Rachmaninoff’s spirits soared, and in his renewed mood of self-confidence, he mar-
ried in 1902. In 1904, the concerto won him the first of two Glinka prizes (the other
came in 1906 for his Second Symphony). Through its sweeping melodies, extrava-
gant grandeur, melancholy, and passion, Rachmaninoff’'s Second Piano Concerto
makes an unabashed appeal to the emotions, and justifiably qualifies as the most
popular piano concerto of the twentieth century.

The opening chords for the soloist have been described as a summation of all
that is most noble in the piano, a sort of monument to the concert grand. The vio-
lins give forth the broadly flowing first theme with the piano as accompaniment.
The piano presents the warmly lyrical second theme in E-flat major. Although the
piano writing is overtly virtuosic, there are also numerous passages where the solo-
ist assumes the role of accompanist.

The second movement is in E major, a remote key from the concerto’s basic
tonality of C minor. However, the movement begins in the latter key, only later
moving to E major. Following a few chords in the muted strings, the solo clarinet,
accompanied by the piano, intones the movement’s principal melodic idea, which
surely ranks as one of the most ineffably beautiful ever written. The mood is one of
midnight poetry and quiet reflection. During the thematic working out the pace
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quickens. After a brief cadenza, we hear once more that memorable theme in the
violins. For a coda, the piano plays a new thematic idea in block chords, accompa-
nied by left-hand arpeggios and triplets in the woodwinds. The movement closes in
serene peace.

The third movement, dramatic and colorful like the first, also has two themes,
the first militaristic and noble, announced by the soloist; the second broadly lyrical,
heard first in the violas and oboe. The movement incorporates a fugato based on
the movement’s main theme. First violins alone state the theme lightly and softly;
the piano answers almost immediately and continues while other instruments take
turns at the theme. Both themes are worked out in various additional ways and the
concerto ends in a blaze of virtuosity.

Penderecki:
Symphony No.2, “Christmas Symphony”

(in one movement)

Krzysztof Penderecki: Born in Debica, district of Krakéw, Poland, November 23,
1933; died in Krakéw, March 29, 2020

Until his death three years ago, Krzysztof Penderecki ranked as Poland’s most
renowned living composer. He rose to prominence during the late 1950s and early
’60s with works like Anaklasis and Threnody for the Victims of Hiroshima, in
which his staunchly avant-garde sound world included such devices as tone clus-
ters, micro-intervals and noise effects. In the mid-sixties, Penderecki began to look
more to the past than to the future for his musical inspiration, and his style became
what many referred to as neo-romantic. His First Violin Concerto, written for Isaac
Stern in 1976, remains a model of this second-period style. Then, in the early eight-
ies, Penderecki’s style changed once again into a synthesis that combined the
expressivity of neo-romanticism with various experimental elements from his early
works. Millions of people have unknowingly heard Penderecki’s music via the medi-
um of film: The Exorcist (1980), The Shining (1980), Fearless (1993), Shutter
Island (2010) and Twin Peaks (2017) are just some of the films that incorporate
his scores. There is even an asteroid named after him (No. 21059)!

Penderecki won many prestigious awards going back to 1964, the year he
received the Commander’s Cross. In 1967 and 1968 came the Prix Italia, followed
by five Grammy Awards (1987, 1998, 2001, 2013, and 2017). In 1992 he won the
$U.S.150,000 University of Louisville Grawemeyer Award for Music Composition
for the 33-minute Adagio movement from his Fourth Symphony.

Penderecki’s catalogue leans heavily toward the orchestral (including eight
symphonies) and the sacred choral repertories. In the latter category one notes the
St. Luke Passion, the Psalms of David, Stabat Mater (later absorbed into the St.
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Luke Passion), Te Deum, Dies irae, the Polish Requiem, The Resurrection of
Christ, and various shorter settings, all of which underscore the composer’s deep
and abiding concemn for the human condition. There are also four operas (including
one based on Milton’s Paradise Lost) and concerted works for nearly every instru-
ment in the orchestra. His chamber music catalogue includes four string quartets
spread over more than half a century, each written for a different prominent string
quartet ensemble. The first two date from the 1960s, the latter two from the twen-
ty-first century. There also exists a two-minute quartet composition entitled Der
unterbrochene Gedank (The Interrupted Thought) from 1988.

Penderecki dedicated his Symphony No. 2 to Zubin Mehta, who conducted
the world premiere with the New York Philharmonic on May 1, 1980. Penderecki
originally planned the symphony as a work in four or five movements, but later
decided to connect all the composition sketches into a single, continuous, 35-min-
ute movement. He made this decision on Christmas Eve, 1979, and for this reason,
initially subtitled the work “Christmas Symphony.” Another reason for this designa-
tion was the incorporation of the first four notes of the carol “Silent Night.”
However, the score was published without any subtitle. “Which is just as well,”
writes Wolfram Schwinger in his biography of the composer. “The music -+ with its
brooding, heavyweight chromaticism, continues the earnest strain of thought pro-
posed in the Violin Concerto and Paradise Lost; it has nothing to do with rejoicing
or festivity, or even any pastoral Christmas atmosphere. Amid the dark musical
shadows, blazing storms and concentrated explosions, the beginning of ‘Silent
Night’ is quoted three times ‘as from afar.” For a few seconds, the quotations may
suggest a ray of hope, but they are foreign bodies whose peaceful, meek, idyllic
diatonicism does not fit the melancholy chromaticism of the symphonic action.”

The single movement can be divided into the standard sonata-allegro form of
exposition, development, and recapitulation, but rather than uniquely identifiable
themes, melodic lines grow out of previously heard material and morph into epi-
sodes that vary in tempo, rhythmic activity, volume, texture, and instrumentation.
Much of this thematic material creeps upwards or downwards by half-steps, hence
reference to the pervasive “chromaticism” in this music.

For a profile of Robert Markow, see page 57.
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Alan GILBERT

Principal Gugst Conductor
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Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR Elbphil-
harmonie 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
including Berliner Philharmoniker, Royal Concertgebouw Orchestra, Sachsische Staatska-
pelle 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 Opernhaus Zurich, among others.
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TMSO Special “Beethoven’s 9th”
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Sun. 24 December 2023, 14:00 at Sumida Tnphony Hall
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Mon. 25 December 2023, 19:00 at Tokyo Bunka Kaikan
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Tue. 26 December 2023, 19:00 at Suntory Hall
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151 @ 775>/ )U/V—B  Alan GILBERT, Conductor
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XIVTFS /) @ UF—hTv/\ s Rinat SHAHAM, Mezzo-Soprano

F/=)U @ ZAT)L-TITA DX Michael WEINIUS, Tenor

N2 @ EYUZ-OE>/Y/ Morris ROBINSON, Bass

St @ %ﬁ.j}%%ﬁﬂ% New National Theatre Chorus, Chorus
GIEEE @ BFIF Kyohei TOMIHIRA, Chorus Master

IV —hKIRI— @ %Eﬂg iﬁ Tatsuya YABE, Concertmaster
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Beethoven. Symphony No.9 in D minor, op.125, “Choral”

[ Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai
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Christina NILSSON

Soprano
JURTA4—F - ZILVY
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©besim mazhiqi
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Christina Nilsson was born in Ystad in Southern Sweden and received her master’s
degree at University College of Opera in Stockholm in 2017. In the season of 2017/18
she got her breakthrough with her role debut as Aida at Royal Swedish Opera. Christina

was awarded the 3rd prize at Operalia competition in 2019. She has performed at opera
houses including Deutsche Oper Berlin, Bayerische Staatsoper, and Royal Opera House.

Rinat SHAHAM

Mezzo-Soprano
UF—h - vN\L
XTS5/

CNETICURDREIEG (NLEOF). EXREIE (TUavEIL) O—<HEIE. T Uy
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AODEE] (R - Yadrr =] [EadF) BREICHE, 2004FT 54 YRRN—28
ER[AIAV]TO—IL-FEI—LER AILAVFVELTEVWTHEZE TS, VT —
hClETA—L~NY, Shb. JURT 4. ASUbFVSEHRHE,

Rinat Shaham has performed at Gran Teatro del Liceu, La Monnaie, Teatro dellOpera di
Roma, and English National Opera, among others. She has sung in operas such as
Bluebeard's Castle, Rigoletto, Wozzeck, Le Nozze di Figaro, Don Giovanni, and La forza

del destino. Internationally recognized as one of today's finest interpreters of Carmen,
she first performed the role at the 2004 Glyndebourne Festival.
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Michael WEINIUS

Tenor
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Swedish tenor Michael Weinius, winner of International Wagner Competition in Seattle in
2008, has established himself as one of Scandinavia’s most sought after and praised sing-
ers. In addition to regular appearances at Royal Swedish Opera, he has performed at

opera houses such as Opéra de la Bastille, Bayerische Staatsoper, Oper Leipzig,
Deutsche Oper Berlin, Wiener Staatsoper, Grand Theatre Geneve, and Opernhaus Zurich.

Morris ROBINSON

Bass
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©Lawrence Brownlee
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An Atlanta native, Morris Robinson is a graduate of The Citadel and received his musical
training from Boston University Opera Institute. He regularly appears at Metropolitan
Opera. Robinson has performed with opera companies including San Francisco Opera,

Lyric Opera of Chicago, Washington National Opera, Teatro alla Scala, and Volksoper
Wien. He was Artistic Advisor at Cincinnati Opera 2019-21.
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New National Theatre:€horus chorus
HEURISSIEE 8
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HDOHLEESLUAT A 7H5BEVFHEZES T2,
New National Theatre, Tokyo, opened in October 1997 as the only national theatre for
the modern performing arts of opera, ballet, contemporary dance, and play. Meanwhile,
New National Theatre Chorus started its career and has played a central role in many
opera performances all through the seasons. Their ensemble ability and rich voices have

achieved acclaim from co-starred singers, conductors, directors, stage staffs as well as
domestic and foreign media.

-
L3

Kyohei TOMIHIRA

Chorus Master
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Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orches-
tras such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Phitharmonic, and Tokyo
Symphony. He also serves as Associate Conductor and Chorus Master in opera perfor-
mances of New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation and The Fuji-
wara Opera. He is a Chorus Master of New National Theatre, Tokyo.
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O Freunde, nicht diese Téne!
Sondern laf3t uns angenehmere
anstimmen, und freudenvollere!

(Beethoven)

Freude, schoner Gotterfunken,
Tochter aus Elysium,

Wir betreten feuertrunken,
Himmlische, dein Heiligtum.
Deine Zauber binden wieder,
Was die Mode streng geteilt;
Alle Menschen werden Brtider,
Wo dein sanfter Fligel weilt.

Wem der groe Wurf gelungen,
Eines Freundes Freund zu sein,
Wer ein holdes Weib errungen,
Mische seinen Jubel ein!

Ja, wer auch nur eine Seele

Sein nennt auf dem Erdenrund!
Und wer's nie gekonnt, der stehle
Weinend sich aus diesem Bund!

Freude trinken alle Wesen

An den Bristen der Natur;

Alle Guten, alle Bosen

Folgen ihrer Rosenspur.

Kisse gab sie uns und Reben,
Einen Freund, geprift im Tod;
Wollust ward dem Wurm gegeben,
Und der Cherub steht vor Gott.

Froh, wie seine Sonnen fliegen,
Durch des Himmels pracht'gen Plan,
Laufet, Bruder, eure Bahn,

Freudig wie ein Held zum Siegen.

Seid umschlungen Millionen!
Diesen Kuf der ganzen Welt!
Briider! iberm Sternenzelt
MuB ein lieber Vater wohnen.

Thr stiirzt nieder, Millionen?
Ahnest du den Schopfer, Welt?
Such’ ihn tiberm Sternenzelt!
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(Schiller ,,An die Freude®)
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Program notes by Robert Markow

Beethoven:
Symphony No.9 in D minor, op.125, “Choral”

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai

Ludwig van Beethoven: Born in Bonn, December 17, 1770; died in Vienna, March
26, 1827

In its grandeur, elemental power, cosmic scope and affirmation of the univer-
sal human spirit, Beethoven’s Ninth (THE Ninth) embraces a world of emotional
expression ranging from deep pathos to exultant joy, from demonic fury to seraphic
tranquility, from motoric energy to beatific stasis. The span of this seventy-minute
work seems to depict a vast structure forming “before our ears” - its opening
moments as coming “out of the void,” as Cleveland Orchestra annotator Klaus G.
Roy put it. “Fragments begin to cohere; thematic atoms and molecules form larger
structures. To most listeners, the same sense of awe, wonder and mystery that
accompanies contemplation of the starry night applies to the Ninth.”

Twelve years separated the completion of Beethoven’s final symphony from
the Eighth (1812). Ideas, sketches and fragments had coalesced over a period of
many years, but work commenced in earnest only in 1822. The symphony was fin-
ished in early 1824, and the premiere took place on May 7 of that year. Having
decided to incorporate Schiller's ode “An die Freude” into his Ninth Symphony,
Beethoven struggled greatly to find the proper way to introduce the vocal element
into an otherwise purely instrumental symphony. His solution consisted of an
instrumental introduction in which brief references to the three previous move-
ments are peremptorily rejected by a recitative-like passage for cellos and basses.
This “recitative” presents the musical material for the first vocal entry (bass), which
proclaims, “Oh friends, not these tones! Let us sing of more pleasant and joyful
things,” whereupon the famous theme, formerly played by the orchestra, is now
sung ( “Freude, schoner Gotterfunken” ). This theme, of almost naive simplicity,
caused Beethoven no end of difficulty. Dozens of variants are found in his
Sketchbooks, leading to the final, perfected form he retained.

The symphony’s opening is one of the most famous in the repertory. Barely a
moment is required for the listener to recognize that mood of hushed expectancy,
created by the sound of stark fifths in the horns, the strange rustling in the lower
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strings, and the violins’ thematic fragments that soon coalesce into a mighty unison
outburst for the full orchestra. Though laid out in sonata form (exposition — devel-
opment — recapitulation — coda), the movement contains a wealth of thematic
ideas, and is far too complex to discuss in terms of the traditional contrasting first
and second themes. The principle of continuous growth pervades instead, with
much of the musical material distinguished by its rhythmic rather than melodic
interest. The development section involves a lengthy working out of the principal
theme (the initial unison outburst). The approach of the recapitulation is signaled
by two immense, terrifying statements of the principal theme in D major over rum-
bling timpani. Leo Treitler writes of the “horrifying brightness that the major mode
can have. It is, all in all, the shock of being now pulled into the opening with great
force, instead of having it wash over us.” The movement ends with an apocalyptic
vision.

For the first and only time, Beethoven precedes the slow movement of a sym-
phony with the Scherzo, a plan Bruckner was to follow seventy years later in his
own Ninth (also in D minor). As music of relentless, driving power, the Scherzo is
unsurpassed. This huge structure consists of a sonata-form Scherzo with two
important themes. But like the first movement, this is anything but a conventional
sonata form. The rhythmic pattern hammered out in the opening bars and its char-
acteristic octave drop pervade the fugally developed first theme, in addition to
becoming the accompaniment pattern to the robust and joyous second theme
heard in the unison woodwinds. The central Trio section brings much-needed relief
— a breath of fresh air and sunlight. Brighter colors, the major mode and more
transparent textures all serve to contrast the Trio with the demonic power of the
Scherzo, which is then repeated in full.

The Adagio movement, one of the most sublime ever written, stands in stark
contrast to the propulsive energy and forbidding grimness of the previous move-
ments. Two lyrical and well-contrasted themes of transcendent beauty are alter-
nately elaborated in a double variation form. A mood of quiet exaltation and pro-
found peace reigns by the closing pages, only to be shattered by one of the most
horrendous outbursts in all music.

After the finale’s long instrumental antecedent is finished, the movement
unfolds in free variation form. Beginning with the bass soloist’s first stanza, the
“Ode to Joy” moves through a series of highly varied treatments: twice for solo
vocal quartet (followed by choral response); a Turkish march featuring characteris-
tic “Turkish” instruments — triangle, bass drum, piccolo — with tenor solo; an elabo-
rate orchestral fugue answered by a mighty choral affirmation of the “Ode to Joy” ;
a stately new theme beginning with “Seid umschlungen, Millionen” (Andante maes-
toso), initially for male chorus and trombones, which in the following section

12/24, 25 & 26 Special



(Allegro energico) combines with the “Ode to Joy” in a great double fugue; a spir-
ited vocal quartet introduced by skittering violins, and joined later by full chorus.
This leads to the famous cadenza for the soloists, where the operatic implications
of voices joining orchestra are fully exploited. Each soloist climbs to the top of his
or her range. In a final burst of frenzied joy, The Ninth ends in the realm of
Elysium, light years removed from the cares and toils of daily life.

Beethoven scholar Maynard Solomon, in an address in Detroit some years
ago, summed up the import of Beethoven’s Ninth in these words: “Beethoven’s life
and his art can be envisaged as a search for Elysium, for ‘one day of pure joy,” for
fraternal and familial harmony, as well as for a just and enlightened social order.
With the ‘Ode to Joy’ of the Ninth Symphony that search found its symbolic fulfill-
ment.

“Beethoven’s Ninth has been perceived by later generations as an unsurpass-
able model of affirmative culture, a culture which, by its beauty and idealism, some
believe, anesthetizes the anguish and the terror of modern life, thereby standing in
the way of a realistic perception of society --- If we lose the dream of the Ninth
Symphony, there may remain no counterpoise against the engulfing terrors of civili-
zation, nothing to set against Auschwitz and Vietnam as a paradigm of humanity’s
potentialities.”

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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