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Eliahu INBAL

Conductor Laureate
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Eliahu Inbal was born in Israel in 1936. He held numerous chief posts with orchestras such
as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Berlin, Teatro la
Fenice di Venezia, and Czech Philharmonic. He was appointed Conductor Laureate of To-
kyo Metropolitan Symphony Orchestra in 2014. Many CDs of live performances by Inbal and
TMSO are winning great acclaim. He was decorated by French and German Government, and
by the cities of Frankfurt and Wien. In August 2019, Inbal served as Principal Conductor of
Taipei Symphony Orchestra.
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Tue. 15 March 2022, 19:00 at Tokyo Bunka Kaikan

EEOITUIT- A \\\)IJ Eliahu INBAL, Conductor
N2 @ ZEFF] Hidekazu TSUMAYA, Bass
BEE @ FEIIBEISSIER New National Theatre Chorus, Male Chorus
GE5iEE @ B Kyohei TOMIHIRA, Chorus Master
IV —hYR9— @ FKIRESL Tatsuya YABE, Concertmaster

SO T &L BEDE) op.29 209)

Rachmaninoff: The Isle of the Dead, op.29
AZ8 / Intermission (20 )
V3RYA—T4F 1 XEHE 13 & ZOREH op.113
(N—EA - v7—)) ©o

Shostakovich: Symphony No.13 in B-flat minor, op.113, “Babi Yar”

I Babij Yar (Babi Yar) : Adagio N—EA - =L/ TT—I3
I Yumor (Humor): Allegretto 1—E7/7LT7Lwk

I V magazine (At the store): Adagio EEICT /79 —3

IV Strakhi (Terror): Largo T/ Z)vT

V Kar'era (A Career): Allegretto ISt LIk
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Hidekazu Tsumaya graduated from Tokyo University of the Arts and obtained a Master’s
degree at the same University. After studying in Milano, he joined Oper Leipzig and
Deutsches Nationaltheater und Staatskapelle Weimar as a resident singer. Tsumaya has also
appeared at Deutsche Oper am Rhein Dusseldorf Duisburg, Staatsoper Unter den Linden,
Deutsche Oper Berlin, Tokyo Nikikai Opera, and New National Theatre, Tokyo, among others.
He is a member of Nikikai.
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New National Theatre Chorus o
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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 per-
formances 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.

Kyohei TOMIHIRA

Chorus Master
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Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orchestras
such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Philharmonic, and Tokyo Sym-
phony. He also serves as Associate Conductor and Chorus Master in opera performances of

New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation and The Fujiwara Opera. He
is a Chorus Master of New National Theatre, Tokyo.
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Program notes by Robert Markow

Rachmaninoff:
The Isle of the Dead, op.29

Sergei Rachmaninoff: Born on the estate of Oneg, near Semyonovo, District
of Starorussky (near Novgorod), April 1, 1873; died in Beverly Hills,
California, March 28, 1943

Rachmaninoff’s predilection for dark colors, somber moods, and pathos
found no greater manifestation than in his symphonic poem The Isle of the
Dead. Inspiration for this remarkable score came from a painting of the same
title by the Swiss artist Arnold Bocklin (1827-1901). Bocklin’s painting left five
versions (1880-1886; a sixth was done in 1901 with his son Carlo). But
Rachmaninoff’s direct source was a black and white reproduction he saw in
Paris in 1907. His imagination was seized by this grim, gloomy picture with its
stark, brooding cliffs, ghostly cypress trees and the image of a black-draped
rower steering a small boat across the water with a casket and a single
mourner.

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 specific Mediterranean island in mind for his
painting (perhaps Pondikonisi, which lies off the shores of Corfu; some authori-
ties maintain it was Ponza, largest of the Pontine Islands in the Tyrrhenian
Sea), but, as biographer Patrick Piggott observes, “the suggestive power of
Rachmaninoff’s music carries the listener into regions of the imagination far
beyond the range of the Swiss painter’s art, and it must be emphasized that it
was not so much the quality of Bocklin’s painting that stimulated Rachmaninoff
as its subject.” The score was composed in 1909 and first performed on May 1
of that year in Moscow with the composer conducting. In 1929 Rachmaninoff
conducted the Philadelphia Orchestra in a recording of the work.

The baleful mood is established in the opening bars. A mantle of
oppressive gloom hangs over the music. A restless, undulating motif with five
beats to the bar (usually 2 + 3; sometimes 3 + 2) suggests the slow dip and
pull of Charon’s oars, or perhaps the gentle lapping of the waves. The perva-
sive motif slowly builds to a powerful climax. Solemn brass pronouncements
punctuate the way. Despite the muted colors and grave mood, there is an
awesome sense of impending doom. Suddenly the spirit takes flight: the lop-
sided 5/8 rhythm changes to a regular 3/4, the minor tonality yields to major,
the mood becomes urgent and even passionate. Rachmaninoff referred to the
long-breathed melody in E-flat major as the “life” theme, to which the dead
soul recalls the pleasures of life on earth. Intimations of the “Dies irae” motif
(the Latin chant for the dead in the Catholic liturgy) mingle with the “life”
theme. The latter is finally stamped out; dark mutterings of the “Dies irae”
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float about; the unnerving, rocking motif in 5/8 rhythm returns; the colors
darken; Charon continues on his way in Stygian gloom as the music dies
away into inaudibility.

Shostakovich:
Symphony No.13 in B-flat minor, op.113, “Babi Yar”

I Babi Yar: Adagio I Humor: Allegretto I At the store: Adagio
IV Terror: Largo V A Career: Allegretto

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

In his Thirteenth Symphony, Shostakovich again turned to vocal
resources, which he had not used in this genre since the Third of 1929. It
was composed in the early 1960s, during one of the cultural thaws that occa-
sionally occurred in the Soviet Union. But even Khrushchev’s comparatively
balmy artistic climate could not countenance the ideological thrust of the
poems Shostakovich set by Yevgeny Yevtushenko. This applied particularly to
the poem “Babi Yar,” the text for the first movement and the one by which
the entire symphony is known. “Babi Yar” concerns the sensitive issue of
oppressed Jewry in Russia as seen through the memory of the Nazi atrocity
that occurred outside Kiev in September, 1941. As a reprisal for the deaths of
several hundred Germans stationed in Kiev, over one hundred thousand
Ukrainians, mostly Jews, were rounded up and shot at the edge of the deep
ravine known as Babi Yar.

Kirill Kondrashin conducted the Moscow Philharmonic in the world pre-
miere, which took place at the Moscow Conservatory on December 18, 1962.
Khrushchev had advised Shostakovich to cancel the performance, but
emboldened by the cultural thaw and by his own defiant attitude, the com-
poser ignored the Premier. Either in spite of or because of this attempt to halt
the performance, it was wildly successful, with lengthy ovations and cries of
“Bravo Shostakovich! Bravo Yevtushenko!” But Pravda carried no review,
only a short notice of the event. Before further performances were allowed,
Yevtushenko was forced to alter some lines, indicating that not only Jews
were massacred at Babi Yar, and that Russians could take pride in their strug-
gle against the Nazis. (Shostakovich’s music was not affected.)

The hour-long symphony is in five movements, the final three played
without breaks. Each movement bears the title of one of Yevtushenko’s
poems. They do not constitute a cycle in the traditional sense, though the
common themes of repression and protest imbue all of them. A strong sense
of drama, intensity and evocative atmosphere are also found throughout the
entire symphony. The texts, sung by a bass soloist and men’s chorus, form a
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crucial element of the score - vital carriers of information - and Shostakovich
has taken care to make every word clearly audible. Malcolm MacDonald, in
his essay “Words and Music in Late Shostakovich,” has written:
“Shostakovich’s word-setting, both here and later, rejects mere lyrical appeal:
it is austere, usually syllabic, responding to the natural speech-inflections with
repeated notes or conjunct motion - at most slightly widening its range and
broadening into cantabile phrases for emotional heightening.” The orchestral
writing is, aside from some terrifying climaxes, for the most part spare, allow-
ing for intelligibility of the texts. The combined forces of bass soloist, chorus
and orchestra are employed in all five movements; hence, none is purely
instrumental, leading one to ponder if perhaps “cantata” might be the better
description for the work.

The symphony opens with a dirge-like motif in the darkest instruments
of the orchestra, over which muted hormns and trumpets play an anguish-laden
motif punctuated by the sound of a chime, whose solemn tolling will occur
some forty times in the course of the first movement alone, and throughout
the symphony as a recurring reminder of death. With this grim, stark mood
vividly evoked, the chorus remarks in sepulchral tones that no monument
stands at Babi Yar; only the forbidding precipice. (In 1976 a monument was
built.) To sardonic march-like music the bass soloist identifies himself with the
mistreated Jews throughout history.

The heaviness of the powerful first movement is barely relieved by the
next, entitled “Humor.” Here is nothing to laugh about; “black humor” might
be the more appropriate title. The mood is still weighty, a weight brought on
by reminders of repression, oppression and suppression. Yevtushenko por-
trays “Humor” as a resilient and indestructible personification, incapable of
being seized, commanded, oppressed, bought or killed.

The third movement ( “At the Store” ) plunges again into some of the
bleakest, blackest music Shostakovich ever wrote. The text pays tribute to the
stolid, noble, long-suffering Russian women who endure all. Most poignant is
the portrayal of these frugal people silently standing in line at the shops in
the cold, only to be cheated by the clerk.

The music dies away into nothingness as the next movement (“Terror”)
creeps in. Slowly, ominously, like some terrible unseen presence, the solo tuba
conveys the breathless fear of the knock on the door, a fear that all too often
became reality in Stalinist Russia.

The final movement ( “A Career” ) again follows without pause, begin-
ning with a gentle, consolatory flute duet that comes like a breath of fresh air
after the suffocating stress of the fourth movement. A playful, almost folksy
bassoon solo occurs later, repeated several times throughout the movement
as an optimistic reminder that the careers of such intrepid, pioneering men as
Galileo, Pasteur, Newton, and Tolstoy give cause for continuing struggle and
hope in this world of ruthless, repressive governments..

For a profile of Robert Markow, see page 47.
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Promenade Concert No.396
Promenade ‘ HhJ)—HR—)U
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Sat. 19 March 2022, 14:00 at Suntory Hall

EE @ IUJ_"j”r\// \‘\)[/ Eliahu INBAL, Conductor
E7/ @ jEKHE Kazune SHIMIZU, Piano
V-9 — @ UK KE Tomoshige YAMAMOTO, Concertmaster

INIUR—=7 : (PEOARFZEIIEZA) HHEH op.195273 @09

Bartok: The Miraculous Mandarin Suite, op.19 Sz.73

UZN 7 /R EHE 1 & ZRESH 124 o

Liszt: Piano Concerto No.1 in E-flat major, S.124

Allegro maestoso - Quasi adagio - Allegretto vivace - Allegro marziale animato

fAE8 / Intermission (20 %)
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Kazune SHIMIZU

Piano
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A pianist of superb musicianship with flawless technique and beautiful sound at soft volumes.
Kazune Shimizu took the 1st prize of Concours international Long-Thibaud and also a recital
prize in 1981. To celebrate the 30th anniversary of his debut, he performed his beloved
Rachmaninoff piano concertos 1-4, and Rhapsody on a Theme of Paganini, in a single concert
in 2011. This amazing achievement proved that he had been a leading pianist on the world
stage. From April 2016, Shimizu has begun a chamber music concert series entitled “Geigeki
Brunch Concert,” which is held six times per year. He is a professor of Toho Gakuen School of
Music and Graduate School.
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Hiroshi SAITO

Cimbalom
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Hiroshi Saito studied at Osaka College of Music, Franz Liszt Academy of Music (Hungary), and
Academy of Arts in Banska Bystrica (Slovak). In 2004, he won the 1st prize at Balassagyarmat
International Competition. In 2006, he was the first Asian to obtain Cimbalom Soloist
Diploma. Saito has performed with Bansk& Bystrica State Opera Orchesra, Gy6r Philharmonic
(Hungary), Tokyo Symphony, Yomiuri Nippon Symphony, New Japan Philharmonic, Izumi
Sinfonietta Osaka, and City of Kyoto Symphony, among others.

3/19 Promenade



3/19 Promenade

AVIVA RS
(PEDOANEZEFRA) #HEl op.19 S2.73

N —=DRIEHFNR—F - )NLb—2 (1881~1945) (N H)—FED A4
REE MR EZDS, AT (4] BHICK—75) 3 HURICEES
ZOEEMBOMAZE->TRIGEEZINEL. TNHZ2D T HZETERED
BREROBEOZREFALIZ, HIFEHIT. FOLEREBETEOETZ L EICELOE
HIEEEZED BT FNRTERIBHSIRRRY AL EZOEEENT END
et RIBBEROBA L BEREZMBLZ PO MBOH 2B R R AT
EVIBDEST,

WDFDIHLFEEN,. RRFBNLERITE O WEEY (FEOARRE
BRBAY Ty NHY—DBEWERA=Z 2= [(ALEA)L] - LT oL (1880
~1974) BPXEFE [Za /0] OI917EIAIHSICHERLZAAOER (VO
FATIISVNTAL” EWSEIESVWTWD) &S b AL BERICEREL
LOTHD, RERODEHREBRIHESLEBRNERAETHSRIEEBYD S
07 ATMEET. WAL TOEBD,

BFER. SADRSTENLICERZELTTCEMEEBIEBATVS, &
MoFIZERHL. WIHNKEEEPKT RICERSNS (TOTv 757505y
N . EESLXELOLOIMEHEINS, INBORIIEFELHFEOEZAN (o
VAR—VDOSEERET VYT IR APBVTILY TIO/RNEHETHE, #R
LOWDEIH LB NTHEEL Tzl d 2, THERUd T LS ET 25,
BNIHREBMUGBWEIT (1973072 7H—8 . 3ADRSTENFOHN,
BANERLCEMEEE LIFEHET S, LEIANEESETH, JJTIERLTS,
BHIBABZMITRHEPSRALTH, HALBEREEL, SHICLADOME
ZBEDIZT B, APEHLIEANOTTEEZZ T ANDE, BEDT SN
oL B —

NUh—2BE, BEOBET [EFCWERICESS] LlfN7zEBD, HR
DOIEAMRSCHEFOFICET 2 A OMEE RE -7 2, Fialn
BRI BE LML WEHT TRV BERBIEN ST, KELAGHNEEEAE
HIEEDIANF—DO—F THM TBELMEBICLERIPLVEIEIL, FIEE
HTH 5.

WAEDPABIZFICZOERO EEIZREP -7, 1919FICET ) - 237
SERENIZODD. BIPpEPA—r A= a  ICBE R o720k, B
SOABDIZIPIZIPALIZ I oIz EDREZWV (BEBHENLN—TEFHEFEOIREN

3/19 Promenade 31



32

3/19 Promenade

TWiz),

RoET Y RANRBIG TOMED R REMEAH T E/Z 19024 FITELERATTH
TE6ENZH, ZOWEDFEITHEICRD, EEEIL IV ENEIETI9265
LLA27HIZE SNz, LPUIFBONAL RO HMEOUCEEIIRBEE L%,
IHTABEITBYoNTLES . BE2HD T I LEIT—IGEEITK D72,
EIRHEAIC T RANREIS CHRUR E SNz LEIIEL L/ FIESHUSN.,
DI a7 5 RANC EERE S L2700, WInbintlE>d (i
BT 5 RAMEIIEMETEER O 1945F 1 2A9HICP-EEH T 5) . IHLIHE
FEPOHZOIEMAPVPICRREIEZ 72 AR THNE S,

NIVN=7 82 DIERD EEDOERPHEL N 2RO T DAL TEY., F
BRI K HEBAFAMME 1927EIFoT W5, MHliEiZV-TH 2RO EHE
POFADZZBOEITECAETORSEZEDEE (BT DOHYMBFIEHZHY)
BOHL. ToT4> 7 0a—5%ALzb0T, 2EROKDOR3DTD152E
LIZFEDBDTH B, RHIZZOMMIRICE>THEES NS,

(FHEZ)
R . E7 /3, 1918~196 355,/ 19244 488K/ 19274

7 & REWR192611H8278 TV Axx— - BYAH—)LIEE
#HBR. 19281081480 9 Tbx— - NkF—_15#E

SR TIL—h3 (52, 3FEYIORE). A —IRI3 FE3EFA VT Uy VEE). J
SURWR3 E2NTZURyh BIFNRTSURYNNFE), T7Ivh3 (83133
YhSTFIVNFE). LA, SURYR3, bOVR—=23, Ta—/\ T4V,
IR, KRS TF—R34, Y0717 YN 8SATFVT)e ILT L N\
=P/ FIVRY FIVAY. REESE

AN
7/ s 18 2R S.124

T« YA (1811~86) (&1 9HAC LI HE IR LRI Z R LI B R R
Too SCRHEM R FHE LRI UMW ZWH O AEEZT KOEXR FEL2HIRLL
ZEDMICH, FILWERFEEPEZEEBOFEOBR. BPICBIRMEEE
DREZEERLRE, HOEHFHEIIZIRICORZD, ZNPLUBROFTELICE X728
BIIFH0HINGT .

LEAAET ) OREIHEOHERB) AN EELRIEEL TENDZENTE 2,
BpoE7 DTV =V ELTIRS L7 L, (BT ELTHZLOET /i
ICBWTRERHEVWHIBDZEED TIN5,

AHERINAET VHEME I FELET ) ORIHEESEP LT LA —
VHRERTH B, R, B—KEL D, EROBEHOBER PSS NIE

3/19 Promenade




LS TVWAELEHRDIARN LNEZATH B, ZLPICHENIZIE, 7L
UOBEHEEE, BREZE, ATV, T14F—LEVSTEBFICBHEIC SN T
WBLOD (ERE, [HRIZEHOEZIIZ-Z0 DT - B HRAL (&), #
BOFEEERLUTCERSEA2LICKD, 2P 0ESD—k (VF&ERXD
JEREARBIEHTES) ELTHBESNTWADT,

ZOIIN—BPO TN B—REOIBIIZRHEOBEREZEVALIER
Bl YURMMFATFET GEREL T 2— LIS 8224RICE W7 /i ([&
THWA] MY BHD. UANMIChZE T EERE, BLXU2EE 7/ HIC
RHILTW3), HRAEDEFAOYT ) - VF-¥y (1853F5M) 122D ipEhE1El
R EE-STWAL, D207 /12 (1861 ERHOE2EFEAEH.
1839 FEDBELEAER) b, EXRITIELZZLOD, RIIVE—KETIESN
TWb,

UAMD ZLO/ERERE. RS 1 BELRITORIEL2ETICRWEA H -7z,
BHDO Ay FIE18324EE T, 1835FICETIREDHEMELTEM. 1839
FICHE—EBEERICNET SN, ZOBRT7AVIUTBE>TOHSHICHET DT
5N, 1849FITIINTA TV 7 NEMA IS ET R EA %A, 1853FIcchzs
HIZEET 1855FEDWENHBFELL T, 1856FITRERAHEK LTS,

HIZFET7LI0- YIZAN=Y (BEAEH). BEEVETLHIROESHEN
BEE (ZHOEREKE) ICEOMBEPISATIRES. JHILT /DPERBIILE.
B EANBRADPVEDZE LIz BBICEITGNGEHT Y 7IC A, ZOZDhD
TRMEZEEIBAPOLTCCOEROFFHSNEAILS. F2FEIIHFEZOY
HEHEZ TS,

BEWTRBRERICHE T 200V - 759 —Ya (TEH) &b, FHEMHED
K5Z FEWTELIT7 ATV TRLRICET JICHNAEEIZ, whlcbavy
TAVTTITT =V BMLWAIEBR Z—FihT Y7k, €7/ 0N
EEBICTI =T TR IMIELWEFREZ RN DT,

NIAT U INDEEZEEDII—ER, PLI LY s eI 7—F ORI 5y (B
AER) IBb, BRICEBTAET VEERRICNS AT UITABEVDFEEA
N,

PO TEIBOBERFEDEFEELICERLSHFEEL. LOBREKDODNE
BOFEBRLEAZE, 717 —LIlHs7LI0O- R4 T7—L - P=I—h (&
AEH) 1CAS. BERITEMBOEBEZLVLWEBICHAESDY. ERIINIE2HODH
OB ZEEOEREEZ DD, VAN EEEBROFIEDEC»2—F172,
MOINETOFEEEOLEALIETHESN, FLANDEDHPREAEICE S,

(FFEEZ)

3/19 Promenade

33



34

3/19 Promenade

EEREEM 1 1832~564F
) E: 1855828178 JrATIL {EHIEME IINL - N)LUF—XIEE

BESRAL . Bv3a0. ZIb—R2. A—RI2. I35UxRvN2, TJ7IvR2, RILV2. RS2,
ROVR—230 TaVINZ, Y. 8SAT VT )0, %EEEL, JREET S/

9 —A -
e TN\N—U - v—_/32]

N—=F « )N)Lb—2 (1881~1945) DEERATHY, FHEILATNHNIH)—D
ERESEOBEHRRIIZDENS, 20MiEON )-SR AL REFHESEY
VE—> s A —A (1882~1967)0 DAY —AH, 1926FICHKELLBIEART
[N=1 Y —r>a] ZIOEBIZHSLDZRL, BIRICEIST2HERE2HE (—
EBAmE) LCT1927FICA—r ANTHIIRABLZ0A, il [Hh—) - v—sa]
72 (RRETIEARREE (2] BISHE—952, “N—1- -Fv—I2a”  NGLZM,
INOFHIEFNAEN [HH] HETS).

ARG [N=Y - F—ra] & 19MITTER LN A —DFFAY— )2 -
754 (1812~53) A1843FICHE LI MFEROFFICELE T REN-Y - v —
IV aDYRERFEICLIZB D, NV - Y=Y ald, HOBEBERE CEERAEDS,
B3P O TH— AN T OERICIIb>TW B F RL A V2T 5 & LI2ED,
ROF—ANTEFHTITUVEBRULED, HRRIFSZMEELS,

ZOFEEIC, XR—F - )37 —= (1881~1945) &V4)Lb - N+ —= (1887
~1943) W, 4DDIFSFENHRS [N—1 - v —/Ta] OBEREERLIZ.
d. NHI=DNL R RBZLCOLELEEDELS. N H)—OE 2L
T —ZBIC B BIEREEADEVWIBGENEED BT\, EWHDIFT [Hh—1 -
Y—rval b, BEIZARTENDKD, —FERN T — NTHLAPLT L,
REBFANRAICBG T HMEBD AT AN TIESN TN,

BBANRIRICEL MERICE R BT ABEE T T 1 —ET7 DFEE-
B THAZLITME VRV, 17HAKESRA — AN 7OZE TNICE,PN, &
SIZ1OMACHIFEIZIZA — AN T ZEHOBUI LT 5V ADFRLF AIHIE R Z 1T
TN H)—o FAZBEERFOED N2 ZZEICEWTFANBFEELZEL, i
ATEY YT E BN L2722 738 — % B A AR TEE LT,

1N [AIEH BEETEFIBED] ARTREOREH T OMAHBCOEHEIC
B2rNTBD. O-05 [KLeh] OFETHES, it [BEEFEIILeh
ZTHUE. ZOFEITV] EOINH)—DEPOFKIDBD (—HT [HEEFEHL
Loz UL, ZOFEEARY] EHEOBROFOIFEETS). 7272LZ UK

3/19 Promenade



R E SR, RIFEVSIDBEFLSICEENTBYD, LA TERTELE
DEEREBEEL->THEEFELET S, NoH) =D SHIRIMEOEE E2-
RROEEP HEL2LEVEISERNET,

20 [Dr—VDOBEEFET] FHEEFEEIE. ERICEDETEREMNIED, A
FERENEHEAFVEENT OB D&, ARTTII2DHDITHEE (HN—1)
BE—ZANTEFHTTYDE, FRLAVHBOELICAATNENS) PlaE-
THEBEEREEND, T—ANTOE T4 —> DEFPLIBDESFHEFET. &
HZLITIES>TVAB, TRRDESITE. BEORSITSH, W71 —0F — Ak
U7 23 F 2 JER & 72> T D,

3 [F 120DIFEHFE (A—ANTENH)—DEBERFICHE2>T WL
ToN=UM, F=AN)TERZIIT =LA —=FIZANTEN, Tr—2~TK) D
HKDDELT, N—VEZDOMEPTORFEELT — 7 ANTRICRHLIBD, 4B
CORZBIINUVN=IPRELBD T, [TA4HIORTT] LWHHETHSN
T\, ZERNZENLEZIC, NN —DRBEEIZDY AN IPEHED .

AR [MEETRUAVOKIE] 3ODDIELEE (BH 7TV DaeZ N —
UBFRLAVEEB O, FERES) ICEIETAEEIBHAORONTNS, &k
33 DDA PLHRTED, 220D ATra R —rETFa—NIlE>TESN
57 —2ld. 7R [T v LA T—X] @S0 T 1, 3D2DDEFILEE
EITEICEEC. TILNF IV 74 BB DR EERERLD. 2568 KLA DM
JEEBRI 2TTHEREL>T D,

SEOHN [RIZH] FARIAMETHEBHMEL T, 1DHE2DHDITLFEDMICE
BEND, 2D0DONVH)—REZRICLIATTA DR EICEE T 5 —HEOON
FERER-oTBY, EBIMEFER. ZTH Yo arySHEWLNS,

FEoHh [EFWEEERLBOAIE] 4200DDIE565 (FRLAVEW /- FHZEN
TIIDERDEN. BLTIT =LA —TFEDRELEIDOENIN—VZEH, Z
N> THIANIRS) 1CBIHT 5, H2MICH TEHFRBHOEOFTHICEIC
FLKESSNAH, WHEZFETIEIDZ2HOD, EThE-TSERELEN VT —
COBEREOHETEBNNER . BBRIEIAKBEO—BTHoIufoon., 4
AL L LWL T RO TSP ES NS,

UNEIER)
TEEREERS : 495,/ 1925~265 48119274

g B IS 19266F10816H TIRINEUHREIE F—UR)L - L—A1EE
#HE 1927938248 NbeOF PUIIL - IS5AVv—1EE ND - ATV AELRED

RBRA . TIL—R3 (B1~-3EFEyI0FE). A—RI2. I5URYRN2 EB2IFNTTURYNE
&), ZILNG OV IFy. T7TvR20 RILV4A RSURYR3, J)bxRwh30 hOVR
=23, Fa—/\. TaVINZ. YUNIL. KRS KB NSATVTIV. ILY L
B, YOJ7xv. 9VITUY, BT/ FIUVRY, Yav/NOY, 353580

3/19 Promenade

35



36

3/19 Promenade

Program notes by Robert Markow

Bartok:
The Miraculous Mandarin Suite, op.19 Sz.73

Béla Bartok: Born in Nagyszentmiklés, Hungary (now Sinnicolau Mare,
Romania), March 25, 1881; died in New York City, September 26, 1945

Macabre, gruesome, lurid, grotesque, devastating, and sensuous are just
some of the terms often used to describe Bartok’s ballet score The Miraculous
Mandarin. All are appropriate, yet none of them does full justice to the quali-
ties of this uniquely bizarre work. The scenario Bartok used for his ballet was
written by Menyhért (Melchior) Lengyel and published in a literary magazine
in 1917. It involves muggers, a pimp, a prostitute, a love-starved young man,
an old roué, and a supernatural creature (the mandarin) all mixed up in rob-
bery, murder and almost uncounted acts of violence. One wonders why, in
our sensation-ridden times, The Miraculous Mandarin is not staged more
often.

Bartok began work on his third and final stage work (following
Bluebeard’s Castle and The Wooden Prince) in August of 1917, and complet-
ed the first version in May of 1919. The score then underwent extensive revi-
sions in 1924, with the final orchestration completed in November of that
year. But no stage performance was yet in sight, though attempts had been
made in Berlin in 1921 and every year in Budapest between 1922 and 1926.
The first performance of any kind was a radio broadcast on April 8, 1926, on
which Barték and Gyoérgy Koésa played part of the score in the composer’s
original version for two pianos. Not until November 27 of that year was the
Mandarin finally produced on stage, and then not in Barték’s native Hungary
but in Cologne, conducted by Jend Szenkar. Predictably enough, something of
a scandal ensued in this conservative city, and Mayor Konrad Adenauer per-
sonally took Barték to task. Further performances were banned. A watered-
down and vastly altered version was prepared for Budapest, but when Barték
saw the travesty he protested so strongly that the production was cancelled.
The Miraculous Mandarin was never given in Hungary in Bartok’s lifeline.

In earlyl1927, Barték prepared a suite from the thirty-minute score; this
is the music most often heard in the concert hall and on recordings. Like
Ravel’s two suites from Daphnis and Chloe, the music is not an assemblage of
short independent pieces but rather a single extended fragment, in this case
the first two-thirds of the score (with two brief cuts) plus a concert ending to
the chase scene. Erné Dohndnyi conducted the Philharmonic Society
Orchestra of Budapest in the first performance on October 14, 1928.

The prelude depicts the noisy, frenzied world of a modern metropolis.
In a shabby room on a back street, three tramps appear. They force a girl to
entice men into her room so they can be mugged and robbed. Three victims
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in turn are lured in by the girl’s “Decoy Game” or “Song of Seduction,” played
each time by the solo clarinet. First to arrive is an old fellow who turns out to
be penniless. This episode is depicted by English horn and snarling trom-
bones. Next comes a timid youth (oboe), with whom the girl dances awk-
wardly (bassoon). He too has no money, and is tossed out by the tramps. The
third visitor is the Mandarin, whose approach is signaled in the orchestra by a
lurching, sinister, pseudo-oriental theme in the brass. The orchestra explodes
fortissimo in a thousand dazzling colors as the door opens to reveal the
strange, impressive, horrific figure standing motionless in the doorway. The
girl is terrified. The tramps watch from their hiding place.

Eventually the girl begins to dance, tremulously, to a halting waltz tune.
The Mandarin watches without passion. The orchestral textures and colors
here are among the most extraordinary ever conceived: glistening arabesques
in the celesta and piano, squeals from the woodwinds, cascades of harp glis-
sandos, and the tingling triangle.

The waltz resumes, building to a great climax. When the girl goes to
embrace the mandarin, hitherto showing no passion except for his burning
eyes, he begins to tremble in great excitement (wild glissandos in the horns
and woodwinds). She tries to escape his sudden feverish attraction to her,
and the great chase scene begins to a viciously articulated, erratic theme in
the violas over a heavy, pounding accompaniment. The orchestral writing is
of utmost virtuosity, rhythmic ferocity and textural complexity, sweeping the
listener along in its inexorable drive and overwhelming sonorities. This is not
music for the timid!

Liszt:
Piano Concerto No.1 in E-flat major, 5.124

Allegro maestoso - Quasi adagio - Allegretto vivace - Allegro marziale animato
(played without pause)

Franz Liszt: Born in Raiding, Hungary (now in Austria), October 22, 1811; died
in Bayreuth, July 31, 1886

Liszt was only nineteen in 1830 when he began sketches for his First
Piano Concerto, but it was not until twenty years later that the work was
completed. Even then, it was subjected to further revisions. The first perfor-
mance took place on February 17, 1855 in Weimar. A more auspicious occa-
sion would be hard to imagine - a dazzling pianistic lion (the composer him-
self) as soloist and the brilliant orchestrator Berlioz on the podium. But the
work ran afoul of the critics right from the start. It was condemned as being
deficient in serious subject matter and formless due to its lack of clearly
defined movements. The ultimate insult came from the critic Eduard Hanslick,
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who dubbed it the “Triangle Concerto” when it was first played in Vienna. It
took an audacious pianist, Sophie Menter, on the occasion of her Vienna
Philharmonic debut, to give the concerto its second Viennese hearing twelve
years later. This occasion provided her with instant stardom and the concerto
with a new lease on life. It has since become one of the most popular of all
concertos.

Liszt defended his use of the triangle in a letter to his uncle: “I do not
deny that it may give offence, especially if struck too strongly and not pre-
cisely. A preconceived disinclination and objection to percussion instruments
prevails, which is somewhat justified by the frequent misuse of them -+ and
few conductors are circumspect enough to bring out the rhythmic element in
them without the raw addition of a coarse noisiness ... In face of the most
wise proscription of the learned critics, I shall, however, continue to employ
instruments of percussion and think I shall yet win for them some effects little
known.”

Even a cursory examination of the score reveals that the concerto is not
as formless as its original detractors would have it. The work falls clearly into
four main sections: 1) Allegro maestoso. Tempo giusto, which introduces the
bold, dramatic first theme in the strings, punctuated by chords in the winds
and brass; 2) Quasi adagio, with its rising lyrical theme heard first in the cel-
los and double basses (B major); 3) the scherzo-like Allegretto vivace in E-flat
minor, initiated by those famous (or infamous) triangle solos; 4) Allegro mar-
ziale animato, in which the lyrical theme of the slow movement is trans-
formed into a spirited march. The principle of thematic transformation, which
played such an important role in Liszt’s tone poems, is also seen at work in
this concerto. Although the form is relatively free, the work is unified by the
recurrence of previously heard themes in new guises.

Kodaly:
Hary Janos Suite

I Prelude. The Fairy Tale Begins

I Viennese Musical Clock

I Song

IV Battle and Defeat of Napoleon

V Intermezzo

VI Entrance of the Emperor and his Court

Zoltan Koddly: Born in Kecskemét, Hungary, December 16, 1882; died in
Budapest, March 6, 1967

Zoltan Kodaly remains one of the most prominent composers to have
come out of Hungary. Born just a year after his compatriot Barték, another of
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Hungary’s leading composers, he held a deep interest in music of his home-
land, and conducted scholarly research into music of the Hungarian gypsies
and peasants as well as that of surrounding lands. Nearly every one of
Kodaly’s compositions, sacred and secular alike, incorporates folksong and
folk-dance music, either in direct quotation or as filtered through the
composer’s unique creative spirit.

Kodaly is best known for his orchestral works, among which are the
Dances of Galanta, the Dances of Marosszék, the Peacock Variations and,
above all, the suite of six numbers drawn from his three-act opera Hdry
Janos, first presented by the Budapest Opera on October 16, 1926. A few
months later Koddly extracted the six numbers that constitute the suite, which
was first performed on March 24, 1927 in Barcelona with Antal Fleischer con-
ducting the Orquestra Pau Casals.

The scene is a rustic tavern in Hungary. It is the time of Marie Louise,
daughter of Emperor Francis of Austria, and wife of Napoleon. Janos Hary
(the surname comes first in Hungarian; we would call him “Mr. Hary” ), sits at
a table, about to spin a yarn of his marvelous adventures. Janos is an old
Hussar soldier from the Austro-Hungarian regiment of the Napoleonic wars.
He is, in the words of musicologist John Burk, “the braggadocio spirit of the
Magyar himself, crystallized into mythical character.”

The “Prelude” begins with a “sneeze,” which, according to Hungarian
folklore, confirms the veracity of the speaker, though another tradition has it
that the sneeze indicates that the speaker’s statements should be taken with a
grain of salt. Janos is at a country inn, where he is about to recount his
adventures to a crowd of gullible comrades. As Janos’ imagination grows, so
too do the orchestral textures and volume.

The scene shifts to the court of Vienna, where Janos listens in fascina-
tion to the renowned “Viennese Musical Clock” with its miniature soldier fig-
ures which appear and disappear. The music depicts this dazzling contraption
with masterful verisimilitude. The “Song” is an authentic Hungarian folk tune,
sung in the original form by Janos and his beloved Ilka, who long for their
familiar countryside. When Napoleon approaches Vienna, the fearless Janos
goes out to meet him in “Battle and Defeat of Napoleon.” The “Intermezzo”
introduces Janos’ second adventure (the suite does not follow the chronology
of the parent work.) Here the cimbalom — an instrument of the Hungarian
gypsies played by striking the open strings with long, thin hammers held in
the player’s hands — plays a prominent role and gives an authentic Hungarian
flavor to the number, also based on a folk song. Janos is feted at the imperial
victory banquet, introduced by the “Entrance of the Emperor and His Court.”

Koddly said of his hero: “On the surface, he may appear to be no more
than an armchair hero, but in essence he is a poet, carried away by his
dreams and feelings. His tales are not true, but this is not the point. They are
the fruits of his lively fantasy, which creates for himself and for others a beau-
tiful world of dreams.”

For a profile of Robert Markow, see page 47.
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Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR Elbphilhar-
monie Orchester, Music Director of Royal Swedish Opera, Conductor Laureate of Royal Stock-
holm Philharmonic, and Director of Conducting and Orchestral Studies at Juilliard School. He
was also Music Director of New York Philharmonic between 2009 and 2017. Gilbert makes
regular guest appearances with orchestras including Berliner Philharmoniker, Royal Concert-
gebouw Orchestra, Sachsische Staatskapelle Dresden, Gewandhausorchester Leipzig, Or-
chestre de Paris, Cleveland Orchestra, Boston Symphony, and Philadelphia Orchestra. He has
appeared at Metropolitan Opera, LA Opera, Teatro alla Scala, Semperoper, and Oper Zurich,
among others. TMSO announced that the term of Gilbert as Principal Guest Conductor was
prolonged until March 2025.
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Thorvaldsdottir: Metacosmos (2017) [Japan Premiere]
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Thorvaldsdottir:
Metacosmaos (2017) [Japan Premiere]

Commissioned by the New York Philharmonic Society with the generous sup-
port of The Marie-Josée Kravis Prize for New Music.

Metacosmos was premiered by New York Philharmonic April 4th 2018, con-
ducted by Esa-Pekka Salonen. The European premiere was performed by
Berlin Philharmonic, conducted by Alan Gilbert, in January 26th 2019.

Metacosmos is constructed around the natural balance between beauty
and chaos — how elements can come together in (seemingly) utter chaos to
create a unified, structured whole. The idea and inspiration behind the piece,
which is connected as much to the human experience as to the universe, is
the speculative metaphor of falling into a black hole — the unknown — with
endless constellations and layers of opposing forces connecting and commu-
nicating with each other, expanding and contracting, projecting a struggle for
power as the different sources pull on you and you realize that you are being
drawn into a force that is beyond your control.

As with my music generally, the inspiration behind Metacosmos is not
something I am trying to describe through the piece - to me, the qualities of the
music are first and foremost musical. When I am inspired by a particular element
or quality, it is because I perceive it as musically interesting, and the qualities I
tend to be inspired by are often structural, like proportion and flow, as well as
relationships of balance between details within a larger structure, and how to
move in perspective between the two — the details and the unity of the whole.

The piece is in one movement and is approximately 14 minutes in duration.

(Anna Thorvaldsdottir)

Anna Thorvaldsdottir

Anna Thorvaldsdottir's (b. 1977) “seemingly boundless tex-
tural imagination” (NY Times) and “striking” (Guardian)
sound world has made her “one of the most distinctive
voices in contemporary music” (NPR). Her symphony-scale
AION was premiered by Gothenburg Symphony, conducted
by Anna-Maria Helsing, in May 2019. Her latest orchestral
work CATAMORPHOSIS was premiered by Berlin
Philharmonic and Kirill Petrenko in January 2021. Enigma —
Anna’s first string quartet — was recorded and released by
Sono Luminus in August 2021, performed by Spektral
Quartet. Her music is widely performed internationally by
orchestras and ensembles such as New York Philharmonic,
Boston Symphony, City of Birmingham Symphony,
Philharmonia Orchestra, NDR Elbphilharmonie, and Ensemble Intercontemporain.
Anna is currently based in London area. She is Composer-in-Residence with Iceland
Symphony. She holds a PhD (2011) from University of California in San Diego.

© Anna Maggy
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Bruckner:
Symphony No.7 in E major, WAB107

(Nowak edition)

I Allegro moderato

I Adagio: Sehr feierlich und sehr langsam
Il Scherzo: Sehr schnell

IV Finale: Bewegt, doch nicht schnell

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

Anton Bruckner had long been accepted as a pedagogue and organist, but
neither the public nor the critics had much use for his music, which consisted
mostly of lengthy symphonies. All this changed with the Seventh Symphony, pre-
miered by Arthur Nikisch and the Leipzig Gewandhaus Orchestra on December
30, 1884 when its composer was sixty. This became the symphony, over all oth-
ers, that finally led to Bruckner’s acceptance, both in Vienna where he lived from
his forty-fourth year onward, and throughout the entire western world. It was the
first to be recorded (in 1924, with Oskar Fried conducting the Berlin State
Symphony Orchestra) and it has remained, along with the Fourth, the most pop-
ular of Bruckner’s eleven symphonies.

The noble, lofty quality of Bruckner’s music stands in eloquent testimony
to his profound religious faith. Images of vast spaces within towering cathedrals
inevitably come to mind. A special breadth and grandeur infuse his music; time
takes on new dimensions and meaning in his symphonies. And so it is with the
Seventh.

It begins, as do many of Bruckner's symphonies, “out of nothingness.” A
broad, sweeping theme, the longest Bruckner ever wrote, slowly unfolds against
a background of shimmering violins. The second principal theme, announced by
the oboe and clarinet, is also lyrical, but moves stepwise rather than in large
intervals. A third subject, rather more a bouncy rhythmic figure than a theme, is
first heard quietly in the unison strings. Bruckner then proceeds to develop his
themes with inversions, modulations and fragmentations, exchanging and com-
bining elements amongst various instrumental groups as in a cosmic mosaic. A
grandiose fanfare of the opening theme concludes the movement.

The deep, solemn sound that strikes the ear in the opening bars of the
Adagio movement seldom fails to astonish. The unique sonority is produced by a
quartet of Wagner tubas (plus the standard contrabass tuba) being used for the
first time in any symphony, and quite possibly for the first time since Wagner
himself had introduced them in his Ring cycle, completed in the early 1870s. We
are embarking on another movement of vast proportions — the first theme alone
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contains three separate elements that will become material for further develop-
ment. The first is the motif for Wagner tubas. Immediately afterwards comes a
sumptuously scored, chorale-like passage for the entire string body, beginning
with three emphatic rising notes. This is the motif to which the movement moves
inexorably to its great climax, one of the most magisterial in all music. The third
element of this long-breathed theme complex is also for strings, a somewhat
angular yet limpid, songlike passage. Sixteen bars of very slow tempo, with noth-
ing repeated, and that’s just the initial presentation of the first theme group!

No less worthy of special comment is the second theme. The spell of
solemnity and meditative dignity cast by the opening eventually opens out onto
a radiant new vista with one of Bruckner’s most sweetly lyrical and soaring
themes in the violins. Bruckner then proceeds to structure his movement on that
of the Adagio of Beethoven’s Ninth, alternating the two large blocks of thematic
material in an ABABA pattern.

The use of the Wagner tubas is tangible evidence of Bruckner’s reverence
for the Master of Bayreuth. Furthermore, the entire movement is Bruckner’s
memorial to Wagner, for Bruckner had a deep sense of foreboding that Wagner
was near death while composing it, and he was right. Wagner died on February
13, 1883. When Bruckner learned the sad news, he extended the Adagio and
featured the Wagner tubas in a solemn elegy “in memory of the immortal and
dearly beloved Master.” Following the coda’s outpouring of grief, the movement
ends in a spirit of consolation. After Bruckner's death in 1896, this movement
was played at memorial services for its own composer.

The Scherzo is based on an incessant rhythmic figure over which the trum-
pet proclaims the principal theme, with the octave leap and dotted rhythm some-
what reminiscent of the Scherzo in Beethoven’s Ninth Symphony. The central
Trio section is relaxed and genial. Bruckner uses a key that he has all but com-
pletely avoided thus far, F major, resulting in the feeling of another fresh start.
The English critic Neville Cardus describes it as “a nostalgic memory of little
Styrian villages, cozy low-raftered interiors and check table-cloths at noon, bird-
calls and hazy distances.”

The Finale begins with an energetic theme related to the opening of the
first movement. This and further themes are put through various modulations
and contrapuntal developments, and the huge symphonic edifice ends majesti-
cally with the broad theme that opened the work more than an hour before.

(Robert Markow)

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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