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Born in Kagoshima in 1969, Tatsuya Shimono won the 1st Prize at Tokyo International
Music Competition and Besangon International Competition. He has appeared with
major orchestras such as Orchestra dellAccademia Nazionale di Santa Cecilia, Czech
Philharmonic, Sinfonia Varsovia, and Barcelona Symphony. Shimono is currently Perma-
nent Conductor of NHK Symphony, General Music Director of Hiroshima Symphony, and
Music Director of Hiroshima Wind Orchestra. He will be inaugurated as Principal Guest
Conductor of Sapporo Symphony and Conductor Laureate of Hiroshima Symphony in

April 2024. He was formerly Resident Conductor and Principal Guest Conductor of Yomi-
uri Nippon Symphony, and Principal Guest Conductor of Kyoto Symphony.
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1512 @ TEFEM Tatsuya SHIMONO, Conductor
7/ @ ;iEE*§ﬂ_j, Yuya TSUDA, Piano
VY- R9— @ KERESL Tatsuya YABE, Concertmaster
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I\/\ozart. Piano Concerto No.24 in C minor, K.491

I Allegro
I Larghetto
I Allegretto
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Bruckner: Symphony No.1 in C minor, WAB101 (1890/91 Vienna Version)
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Yuya TSUDA
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©Christine Fiedler

WEMEFN. RREMAE. BAZRETFEEZRT. NVUVEMRKZTES,
2007 IBEREERIVI—IVICTHIf. BLURERE., BHISVAAFEFEEZE,
2011 FEZaVANVEBRIVI—)VERIEZE,

VURRELT, NJVUVE, BE, HIHAT (). BRI« BRI, BT«
b WWET«IL. BEERT«IL. [LE. KRE. BfAT7«)L. EEEmMX Y Y—8.
MEHERS. Mugﬂq?%t“t/\,,w RR-&F - -BER WBIFVvITRT4N
. REERSER. ABEXEERECEHENICEBINS,. ERXEHCHB@MNT.
SLDERREERMBEZEFND, 15T BHEVN). PIFASE (vo) &(FhUA-770—
RZEFRL. EBRNEHTES, 2020F(CIE NIFPDCD [R—h—Jzv 7 /=8
EHIEST (W) - H6FE] (TxrTvI)EUU—RL., EEBEIND,

ISZAI - RI7A3, ATUI - FvF—/ T=ILRRVIWLRERTF. BB,
EEBDUTFDEKICENSE, BE. EREMAFHERIR.

Born in Sendai, Japan, Yuya Tsuda studied at Universitat der Kiinste Berlin after graduat-
ing from Tokyo University of the Arts. He has won many international prizes including the
1st Prize, the Audience Prize, and the French Ambassador to Japan Prize at Sendai Inter-
national Music Competition in 2007, and the Special Prize for the interpretation of com-
missioned work at Internationaler Musikwettbewerb der ARD Minchen in 2011. He has
performed with orchestras including Berliner Symphoniker, Deutsches Kammerorchester,
Tokyo Symphony, Tokyo Philharmonic, Japan Philharmonic, New Japan Philharmonic,
Sendai Philharmonic, Nagoya Philharmonic, Kanagawa Philharmonic, Osaka Symphony,
Kansai Philharmonic, Hyogo PAC Orchestra, and Hiroshima Symphony. Besides solo recit-
als throughout Japan, he has been repeatedly invited to Sendai Classical Music Festival
and Takefu International Music Festival. As a chamber musician, he has performed with
many renowned musicians and founded piano trio “Trio Accord” . His piano teachers
include Pascal Devoyon, Gabriel Tacchino, Miyoko Goldberg Yamane. He is currently an
Associate Professor at Tokyo University of the Arts.
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Program notes by Robert Markow

Mozart:
Piano Concerto No.24 in C minor, K.491

I Allegro
I Larghetto
Il Allegretto

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

Of Mozart’s 23 piano concertos (the first four of the 27 numbered concertos
are merely transcriptions of compositions by other composers), only two are in a
minor key. It is therefore reasonable to postulate that for these rare occasions, there
was some special significance attached to the use of the minor mode. Indeed, this
concerto, written in 1786 along with the D-minor Concerto of the year before (K.
466), is an uncommonly forceful and tragic work, showing abundant evidence of
emotional stress. Musicologist Alfred Einstein called the concerto an “explosion of
dark, passionate feelings,” and Louis Biancolli described it as “dramatic and tragic
revelations of self couched in sublime poetic speech.” This concerto is generally
regarded as one of the leading precursors of nineteenth-century musical romanti-
cism, replete as it is with passionate outbursts, startling contrasts, chromaticism,
rich orchestration, overt emotional fervor, and portrayal of the darker aspects of
existence.

The C-minor Concerto is special in other ways as well. It requires the largest
orchestra of any concerto Mozart wrote, employing pairs of clarinets and oboes, a
rarity for this composer. A flute and pairs of bassoons and horns complete the wind
unit used in all three movements. Trumpets and timpani, normally used only for
festive effects in this period, are also found in the outer movements. Infusing the
entire concerto are a richness of scoring and an unparalleled integration of soloist
and orchestra. Note, for example, the intimate colloquy between piano and wood-
winds that occurs just after the opening statement of the slow movement. The
work’s breadth of structure is also extraordinary — the 523 measures of the first
movement make it the longest movement in these terms before Beethoven's Eroica
Symphony of nearly twenty years later, and the final movement equals the first in
loftiness of thought and expansive structure.

The concerto begins with a rugged, unsettled theme played quietly in the
lower strings. This theme, with its characteristic upward leaps, sets the tone of the
whole concerto — despite occasional bright rays, this basic mood of pessimism and
defiance is sustained throughout the work. During the long orchestral exposition
there are three full statements of this bold theme, and many more after the soloist
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finally enters, but interestingly enough, the piano is never given the theme in its
complete form.

The Larghetto offers an oasis of exalted serenity and melancholic eloquence
in the surrounding turmoil, beginning with a theme of sublime simplicity. Just once
the troubled world of the first movement intrudes, in an episode in C minor of con-
trapuntal ingenuity featuring woodwinds and piano. The finale consists of a
theme and variations, but here one finds no mere fanciful display of ornaments and
arabesques so popular in Mozart’s day. The feelings of a deeply troubled soul pour
forth. There are brief interludes in A-flat and C major, but these episodes are swept
away in the prevailing gloom and menace. Not until the finale of the mighty Eroica
Symphony do we again find a theme and variations of such serious mien and com-
plex development in symphonic writing.

Bruckner:
Symphony No.1 in C minor, WAB101
(1890/91 Vienna Version)

I Allegro

II Adagio

Il Scherzo: Lebhaft

IV Finale: Bewegt, feurig

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

Bruckner was already in his early forties when he composed his First
Symphony. He had been for years organist at the Linz cathedral, and was ready for
a change. Bruckner spent fifteen months working on his longest, most ambitious
work to date. When it was ready, the composer assembled an ensemble of musi-
cians, hired at his own expense, for a performance that took place on May 9, 1868,
conducted by himself. Thereafter it lay in a drawer, unperformed for another 23
years, by which time Bruckner was working on his Ninth. In 1889, with Bruckner
now famous, the eminent conductor Hans Richter examined this early, forgotten
symphony and was impressed enough to lead the Vienna Philharmonic in a perfor-
mance two years later (December 13, 1891). Bruckner, as was his habit, felt the
need to revise the symphony before Richter performed it, despite the conductor’s
assurance it was fine the way it was. Another leading conductor of the day,
Hermann Levi, even pleaded with Bruckner not to change a single note. But
Bruckner went ahead and changed anyway. The performance was a success, and
the Vienna score was the one published in 1893 and used exclusively until 1934,
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when the Linz version was given again in Aachen. Most conductors today prefer
the Linz version, which incorporates a few minor revisions from the original, made
in 1877, but in recent years a growing number, including Tatsuya Shimono, have
come to accept the 1891 Vienna version.

There are no significant structural differences between the Linz and Vienna
versions. But there is a multitude of changes in articulation, dynamics, and espe-
cially matters of orchestration. Also, in each movement except the third, Bruckner
heavily revised one substantial passage, including the addition of new material not
in the Linz version. It is a sobering thought that had Bruckner not interrupted work
on the Ninth to make revisions to the First in 1891, he might have completed his
final “cathedral in sound.”

The work opens with a thumping march. After the march rhythm dissipates,
the contrasting Gesangperiode (song-like section) is introduced by the violins - the
firsts with the theme, the seconds with an all-important secondary line in counter-
point. This beautifully lyrical passage is interrupted by a powerful outburst from the
full orchestra, leading into the third main idea, a broadly-paced theme played by
trombones. A full-scale development section ensues, complete with abrupt con-
trasts of loud and soft, massive explosions, tremulous whispers, and a host of har-
monic surprises.

The Adagio begins with tentative gropings, and is nearly as agonized and
chromatic as much of Wagner's Tristan und Isolde. Two further ideas emerge — a
spacious, sweeping theme for violins over a gently rippling accompaniment, and a
noble, richly scored subject for the entire string section. The attempt to identify a
traditional sonata form, ternary form, or any other pre-conceived formal model in
this movement is to be discouraged, for Bruckner’'s concept of form is highly
unorthodox.

The Scherzo is the most predictable movement of the symphony, both in for-
mal design and in spirit. A driving, almost motoric rhythmic pattern provides the
backdrop for a pulsing but tuneful idea presented by the violins. The contrasting
Trio section breathes the air of the idyllic Austrian countryside.

The Finale too is music of great energy and power. It is the only Bruckner
finale to begin fortissimo. Like the first movement, it begins without preliminaries -
the principal theme leads off with precipitous determination. This big, far-flung
movement reels through a kaleidoscope of ideas and passes through a host of
tonalities before arriving at the inevitable climax in the coda. One final surprise
awaits the Bruckner connoisseur: the ending does not follow a long-sustained pas-
sage spun out of the tonic chord, but rather comes abruptly and unexpectedly.

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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Composer, conductor, and creative thinker — John Adams occupies a unique posi-
tion in the world of music. His works stand out among contemporary classical composi-
tions for their depth of expression, brilliance of sound, and the profoundly humanist
nature of their themes. Works spanning more than three decades are among the most
performed of all contemporary classical music, among them Nixon in China, Harmonieleh-
re, Doctor Atomic, Shaker Loops, El Nirio, Short Ride in a Fast Machine and The Dharma
at Big Sur.

His stage works, many in collaboration with director Peter Sellars, have trans-
formed the genre of contemporary music theater. Of Adams’ best-known opera, the New
Yorker magazine wrote “Not since ‘Porgy and Bess’ has an American opera won such uni-
versal acclaim as ‘Nixon in China’.” A 2023 New York Times Arts & Leisure cover story
called Adams “arguably our greatest living composer.”

Adams has received numerous Grammy awards, many of them for his over thirty
releases on Nonesuch Records. To celebrate his 75th birthday Nonesuch Records
released its “John Adams Collected Works,” a 40-CD box covering his entire output since
1973.

As conductor, Adams leads the world's major orchestras in repertoire that from
Beethoven and Mozart to Stravinsky, Ives, Carter, Glass and Ellington. Conducting
engagements in recent and coming seasons include the London Symphony, Berliner Phil-
harmoniker, the Cleveland Orchestra, Los Angeles Philharmonic and the New York Phil-
harmonic. This past June he led the Netherlands Radio Philharmonic in a complete per-
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formance of his 1991 opera The Death of Klinghoffer at the Concertgebouw in Amster-
dam. As an advocate of young composers, Adams has conducted over 100 premieres of
new works over the course of his career.

The coming season will include a new production at the Metropolitan Opera of
Adams’s El Nifio in a staging by Lileana Blain-Cruz, conducted by Marin Alsop; the Euro-
pean premiere of Antony and Cleopatra in Barcelona, staged by Elkhanah Pulitzer; sever-
al productions of Nixon in China and Doctor Atomic in Germany and Holland; and a new
Nonesuch release of Girls of the Golden West with the composer conducting the Los
Angeles Philharmonic. In March of 2024 Simon Rattle will premiere Adams’s latest
orchestral work, Frenzy, with the London Symphony Orchestra.

Born and raised in New England, Adams learned the clarinet from his father and
played in marching bands and community orchestras during his formative years. He
began composing at age ten and his first orchestral pieces were performed while just a
teenager.

Adams has received honorary doctorates from Yale, Harvard, Northwestern, Cam-
bridge and The Juilliard School. A provocative writer, he is author of the highly acclaimed
autobiography ‘Hallelujah Junction” and is a frequent contributor to the New York Times
Book Review.

Since 2009 Adams has been Creative Chair of the Los Angeles Philharmonic.

The official John Adams website is www.earbox.com.

July 2023
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String Quartet
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At home in Germany, Esmé Quartet, whose name is derived from a medieval French
word and means “beloved”, is one of the most dynamic and multi-faceted string quartets
of its generation. The four South Korean musicians’ ensemble was the first all-female
string quartet to win the 1st prize at 2018 Wigmore Hall International String Quartet
Competition. This great success in competition also proved the springboard for world-
wide concert activities, ranging from the USA to Europe’s great musical centres and all
the way to Asia. Furthermore, innumerable concert tours and guest appearances have
taken Esmé Quartet to festivals and concert halls such as Lucerne Festival, Verbier Festi-
val, Wigmore Hall, Festival Musig3 Brussels, and Festival d'Aix-en-Provence. Highlights of
the 2022/23 season include extensive tours of America and Japan, in addition at 2023
Hong Kong Arts Festival, where one evening features Absolute Jest for string quartet and
orchestra by John Adams, accompanied by Hong Kong Philharmonic.
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Program notes by John Adams

John Adams:
| Still Dance (2019) [Japan Premiere]

World premiere, September 19, 2019, Davies Symphony Hall, San Francisco
San Francisco Symphony, Michael Tilson Thomas, conductor

European premiere, March 7, 2020, Concertgebouw, Amsterdam
Netherlands Radio Philharmonic, John Adams, conductor

Dedication: “for my longtime friends, Joshua and Michael”

Joshua Robison, husband of Michael Tilson Thomas, was a gymnast in high
school and in later life became an expert swing dancer. I asked him not long ago
about it, and he replied “I still dance.” As is frequently the case with me, I thought
“that’s a title that needs a piece,” and thus this high-energy, eight-minute virtuoso
orchestra work was born.

Upon completing it, I realized that the music has more in common with a toc-
cata than any particular dance form. The meters are largely in four or 6/8, and the
energy surges forward, barely relaxing at all until the final moments when we expe-
rience a “soft landing” to close the piece.

The orchestration includes a demanding part for bass guitar and a percussion
section with taiko drums.

John Adames:
Absolute Jest (2011)

Commissioned by the San Francisco Symphony in celebration of its 100th
anniversary.

First performed March 15, 2012 by the San Francisco Symphony conducted by
Michael Tilson Thomas, with the St. Lawrence String Quartet (Geoff Nuthall, Scott
St. John, Lesley Robertson, Christopher Costanza), Davies Symphony Hall, San
Francisco.

A revised version was given its first performance December 1, 2012 by the New

World Symphony in Miami Beach, conducted by the composer and also featuring
the St. Lawrence String Quartet.
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The idea for “Absolute Jest” was suggested by a performance by Michael
Tilson Thomas of Stravinsky’s “Pulcinella,” a piece that I'd known all my life but
had never much paid attention to until hearing MTT conduct it. Hearing this (and
knowing that I was already committed to composing something for the San
Francisco Symphony’s 100th anniversary) I was suddenly stimulated by the way
Stravinsky had absorbed musical artifacts from the past and worked them into his
own highly personal language.

But there the comparison pretty much ends. Stravinsky was apparently unfa-
miliar with the Pergolesi and other Neapolitan tunes when Diaghilev brought them
to him. I, on the other hand, had loved the Beethoven string quartets since I was a
teenager, and crafting something out of fragments of Opus 131, Opus 135 and the
GroBe Fuge (plus a few more familiar “tattoos” from his symphonic scherzos) was a
totally spontaneous act for me.

“String quartet and orchestra” is admittedly a repertoire black hole — is there
a single work in that medium that is regularly heard? And there are good reasons
for why this is. The first is a simple issue of furniture: the problem of placing four
solo players in the “soloist” position but still in front of the podium (so that they
can follow the conductor) is daunting. The inner players, the second violin and
viola, are frequently lost to the audience both visually and aurally.

But placement on the stage aside, the real challenge is in marrying the highly
charged manner and sound of a string quartet to the mass and less precise texture
of the large orchestra. Unless very skillfully handled by both composer and per-
formers, the combining of these two ensembles can result in a feeling of sensory
and expressive overload.

At its premiere in March of 2012 the first third of the piece was largely a
trope on the Opus 131 C# minor quartet’s scherzo and suffered from just this prob-
lem. After a moody opening of tremolo strings and fragments of the Ninth
Symphony signal octave-dropping motive the solo quartet emerged as if out of a
haze, playing the driving foursquare figures of that scherzo, material that almost
immediately went through a series of strange permutations.

This original opening never satisfied me. The clarity of the solo quartet’s role
was often buried beneath the orchestral activity resulting in what sounded to me
too much like “chatter.” And the necessity of slowing down Beethoven’s tempo of
the Opus 131 scherzo in order to make certain orchestral passages negotiable
detracted from it vividness and breathless energy.

Six months after the premiere I decided to compose a different beginning to
Absolute Jest — a full 400 bars of completely new music, replacing the “quadrangu-
lar” feel of the Opus 131 scherzo with a bouncing 6/8 pulse that launches the piece
in what is to my ears a far more satisfying fashion.
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The rolling 6/8 patterns recall the same Ninth Symphony scherzo but also
summon up other references — of the Hammerklavier Sonata, of the Eighth
Symphony and other archetypal Beethoven motives that come and go like cameo
appearances on a stage.

The high-spirited triple-time scherzo to the F major Opus 135 (Beethoven'’s
final work in that medium) enters about a third of the way through Absolute Jest
and becomes the dominant motivic material for the remainder of the piece, inter-
rupted only by a brief slow section that interweaves fragments of the Gro3e Fuge
with the opening fugue theme of the C# minor quartet. A final furious coda fea-
tures the solo string quartet charging ahead at full speed over an extended orches-
tral pedal based on the famous Waldstein Sonata harmonic progressions.

Absolute Jest had elicited mixed responses from listeners on its first outing.
Quite a few reviewers assumed, perhaps because of its title, that the piece was lit-
tle more than a backslapping joke. (One Chicago journalist was offended and could
only express disgust at the abuse of Beethoven'’s great music.)

There is nothing particularly new about one composer internalizing the music
of another and “making it his own.” Composers are drawn to another’s music to the
point where they want to live in it, and that can happen in a variety of fashions,
whether it’s Brahms making variations on themes by Handel or Haydn, Liszt arrang-
ing Wagner or Beethoven for piano, Schoenberg crafting a concerto out of Monn
or, more radically, Berio “deconstructing” Schubert.

But Absolute Jest is not a clone of Grand Pianola Music or my Chamber
Symphony. Of course there are “winks” , some of them not entirely subtle, here and
there in the piece. But the act of composing the work (one that took nearly a year
of work) was the most extended experience in pure “invention” that I've ever
undertaken. Its creation was for me a thrilling lesson in counterpoint, in thematic
transformation and formal design. The “jest” of the title should be understood in
terms of its Latin meaning, “gesta:” doings, deeds, exploits. I like to think of “jest” as
indicating an exercising of one’s wit by means of imagination and invention.

John Adams:
Harmonielehre (1984-85)
I First movement

II The Anfortas Wound
I Meister Eckhardt and Quackie

Commissioned as part of the Meet the Composer Orchestra residency program and

funded by Exxon Corporation, the Rockefeller Foundation, and the National
Endowment for the Arts.
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First performed March 21, 1985 by the San Francisco Symphony, Edo de Waart,
conductor, Davies Symphony Hall, San Francisco

Harmonielehre is roughly translated as “the book of harmony” or “treatise on
harmony.” 1t is the title of a huge study of tonal harmony, part textbook, part philo-
sophical rumination, that Arnold Schoenberg published in 1911 just as he was
embarking on a voyage into unknown waters, one in which he would more or less
permanently renounce the laws of tonality. My own relationship to Schoenberg
needs some explanation. Leon Kirchner, with whom I studied at Harvard, had him-
self been a student of Schoenberg in Los Angeles during the 1940s. Kirchner had
no interest in the serial system that Schoenberg had invented, but he shared a
sense of high seriousness and an intensely critical view of the legacy of the past.
Through Kirchner I became highly sensitized to what Schoenberg and his art repre-
sented. He was a “master” in the same sense that Bach, Beethoven, and Brahms
were masters. That notion in itself appealed to me then and continues to do so. But
Schoenberg also represented to me something twisted and contorted. He was the
first composer to assume the role of high-priest, a creative mind whose entire life
ran unfailingly against the grain of society, almost as if he had chosen the role of
irritant. Despite my respect for and even intimidation by the persona of
Schoenberg, I felt it only honest to acknowledge that I profoundly disliked the
sound of twelve-tone music. His aesthetic was to me an overripening of 19th centu-
ry Individualism, one in which the composer was a god of sorts, to which the listen-
er would come as if to a sacramental altar. It was with Schoenberg that the “agony
of modern music” had been born, and it was no secret that the audience for classi-
cal music during the twentieth century was rapidly shrinking, in no small part
because of the aural ugliness of so much of the new work being written.

It is difficult to understand why the Schoenbergian model became so pro-
foundly influential for classical composers. Composers like Pierre Boulez and
Gyorgy Ligeti have borne both the ethic and the aesthetic into our own time, and
its immanence in present day university life and European musical festivals is still
potent. Rejecting Schoenberg was like siding with the Philistines, and freeing myself
from the model he represented was an act of enormous will power. Not surprising-
ly, my rejection took the form of parody... not a single parody, but several extreme-
ly different ones. In my Chamber Symphony the busy, hyperactive style of
Schoenberg’s own early work is placed in a salad spinner with Hollywood cartoon
music. In The Death of Klinghoffer the priggish, disdainful Austrian Woman
describes how she spent the entire hijacking hiding under her bed by singing in a
Sprechstimme to the accompaniment of a Pierrot-like ensemble in the pit.

My own Harmonielehre is parody of a different sort in that it bears a “subsid-
iary relation” to a model (in this case a number of signal works from the turn of the
century like Gurrelieder and the Sibelius Fourth Symphony), but it does so without
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the intent to ridicule. It is a large, three-movement work for orchestra that marries
the developmental techniques of Minimalism with the harmonic and expressive
world of fin de siecle late Romanticism. It was a conceit that could only be
attempted once. The shades of Mahler, Sibelius, Debussy, and the young
Schoenberg are everywhere in this strange piece. This is a work that looks at the
past in what I suspect is “postmodernist” spirit, but, unlike Grand Pianola Music or
Nixon in China, it does so entirely without irony.

The first part is a seventeen-minute inverted arch form: high energy at the
beginning and end, with a long, roaming “Sehnsucht” section in between. The
pounding e minor chords at the beginning and end of the movement are the musi-
cal counterparts of a dream image I'd shortly before starting the piece. In the
dream I'd watched a gigantic supertanker take off from the surface of San
Francisco Bay and thrust itself into the sky like a Saturn rocket. At the time (1984 -
85) I was still deeply involved in the study of C. G. Jung’s writings, particularly his
examination of Medieval mythology. I was deeply affected by Jung’s discussion of
the character of Anfortas, the king whose wounds could never be healed. As a criti-
cal archetype, Anfortas symbolized a condition of sickness of the soul that curses it
with a feeling of impotence and depression. In this slow, moody movement entitled
“The Anfortas Wound” a long, elegiac trumpet solo floats over a delicately shifting
screen of minor triads that pass like spectral shapes from one family of instruments
to the other. Two enormous climaxes rise up out of the otherwise melancholy land-
scape, the second one being an obvious homage to Mahler’s last, unfinished sym-
phony.

The final part, “Meister Eckhardt and Quackie” begins with a simple berceuse
(cradlesong) that is as airy, serene and blissful as “The Anfortas Wound” is earth-
bound, shadowy and bleak. The Zappaesque title refers to a dream I'd had shortly
after the birth of our daughter, Emily, who was briefly dubbed “Quackie” during her
infancy. In the dream, she rides perched on the shoulder of the Medieval mystic,
Meister Eckhardt, as they hover among the heavenly bodies like figures painted on
the high ceilings of old cathedrals. The tender berceuse gradually picks up speed
and mass (not unlike “The Negative Love” movement of Harmonium) and culmi-
nates in a tidal wave of brass and percussion over a pedal point on E-flat major.

The recording by Edo de Waart and the San Francisco Symphony was made
only three days after the world premiere in March of 1985. (I have since revised the
ending.) Despite the daunting length and rhythmic complexity of the piece, both
conductor and orchestra made a totally convincing representation of it, and the
recording can testify to the rare instances when a composer, a conductor, and an
orchestra create an inexplicable bond among each other.

For a profile of John Adams, see page 14-16.
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