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Ryan Wigglesworth, who took up the position of Chief Conductor of BBC Scottish Sym-
phony in 2022, has established himself as one of the foremost composer-conductors of
his generation. He was Principal Guest Conductor of Hallé Orchestra, and Composer in
Residence at English National Opera and Grafenegg Festival. In close partnership with
Royal Academy of Music, he founded Knussen Chamber Orchestra which made both its
Aldeburgh Festival and BBC Proms debuts in 2019. Recent concerts include Royal Con-
certgebouw Orchestra, Symphonieorchester des Bayerischen Rundfunks, London Sym-
phony, and City of Birmingham Symphony among others. As one of the leading com-
posers of his day, his first opera, The Winter’s Tale, premiered at ENO in 2017. Other
works include commissions from Royal Concertgebouw, Cleveland orchestras, and BBC
Symphony (BBC Proms). In 2019 he took up the position of Sir Richard Rodney Bennett
Professor at Royal Academy of Music.
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Mon. 7 October 2024, 19:00 at Tokyo Bunka Kaikan

1518 @ SA 7247 )JUAT—2Z Ryan WIGGLESWORTH, Conductor
7./ @ JbATHRER * Tomoki KITAMURA, Piano
ZEBIE @ EREHIER ** ritsuyukai Choir, Female Chorus
BlI51EE @ ZELISIHE **  Fumiaki KURIYAMA, Chorus Master
AV —hKIRAY— @ UJKEE Tomoshige YAMAMOTO, Concertmaster

DI —UN)LD I 5DDEFREER op.16
(19094 /RERRR (19224F24E]) ) (209)
Schénberg: Funf Orchesterstlicke, op.16 (Original Version 1909, Revised 1922)

I Vorgefuhle TR
I Vergangenes BE
Il Farben e¥
IV Peripetie =R
V Das obligate Rezitativ FIUA—=F - Y1 IT4—2

O B PATUX L (1968) * (129)

Takemitsu: Asterism (1968) *

K / Intermission (20 %)

RIVAL iEEE (RXEE) op.32* G29)

Holst: The Planets, op.32 **

I Mars, the Bringer of War NE HPEEDHESITHOD
I Venus, the Bringer of Peace T2 FHZEDHSTHOD
M Mercury, the Winged Messenger K2 :BDHdEE

IV Jupiter, the Bringer of Jollity AE M REZDHSTHD
V Saturn, the Bringer of Old Age T8 EFEHSTHD
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Tomoki KITAMURA
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Born in Aichi (Japan) in 1991, Tomoki Kitamura began playing piano at the age of three.
Winning the 1st prize and the Grand Jury Prize at the prestigious Tokyo Music Competi-
tion started his career when he was 14, which was followed by prizes at international
piano competitions including Hamamatsu, Sydney, Leeds, and Beethoven (Bonn). Kitamura
constantly appears in the major concert halls in Europe and Japan as a recital pianist,
soloist in concertos, chamber music player, and also as a fortepianist. Numerous favor-
able reviews have given to his discography, 6 Solo-CDs covering the repertoire from clas-
sical to modern. Kitamura has been studying piano with Prof. Kei Itoh, Prof. Ewa
Pobtocka, and Prof. Rainer Becker. After the graduation of Diproma with the distinction
from Universitat der Kunste Berlin in 2017, he continued his research focusing on histori-
cal interpretation practice with Prof. Jesper Christensen at Hochschule fur Musik und
Darstellende Kunst Frankfurt am Main. Currently, he based in Berlin.
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Ritsuyu-kai consists of 4 mixed chorus, 6 female chorus, and 2 male chorus directed by
Fumiaki Kuriyama. In addition to each chorus’ concerts and recordings, Ritsuyu-kai holds
big concerts and gives performances with Japanese orchestras. The chorus has appeared

with TMSO at concerts including Carmina Burana, Missa solemnis, Daphnis et Chloé, and
The Miraculous Mandarin.

Fumiaki KURIYAMA

Chorus Master
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Fumiaki Kuriyama was born in Shimane. He graduated from Shimane University. Kuriyama is
Music Director and Conductor of Ritsuyu-kai, Artistic Advisor of Ongaku-ju, Professor Emeritus

of Musashino Academia Musicae, and Artistic Director of Shimane Arts Center “Grand Toit”
Iwami Art Theater.
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Program notes by Robert Markow

Schoenberg:
Five Pieces for Orchestra, op.16
(Original Version 1909, Revised 1922)

I Vorgefiihle (Premonitions)

I Vergangenes (Yesteryears)

I Farben (Colors)

IV Peripetie (Peripetia)

V Das obligate Rezitativ (The Obligatory Recitative)

The title of the third piece became ‘Sommermorgen an einem See (Farben) /
Summer Morning by a Lake (Colors)’ in the 1949 version, when the orchestra was
changed from four winds to three winds.

Arnold Schoenberg: Born in Vienna, September 13, 1874; died in Brentwood (a
suburb of Los Angeles), July 13, 1951

Schoenberg wrote these five pieces in 1909 and sent them to Richard Strauss, at
the time conductor of the Berlin Court Orchestra, for consideration. Strauss declined
to perform them, citing the conservatism of the Berlin audience, but one suspects that
the music was too advanced even for the composer of Elektra to understand. The
first performance was given in London on September 3, 1912, with Sir Henry Wood
conducting the Queen’s Hall Orchestra. It was not a success. Ironically, the first city
where the Five Pieces did enjoy some measure of success was Berlin, when Wilhelm
Furtwangler conducted them in 1922. Schoenberg aptly described the pieces to
Strauss as being all about “sonority and atmosphere ... no architecture, no structure.
Only a kaleidoscopic changing of colors, thythms, and moods.”

In each piece, the essential material is presented at the beginning, and imme-
diately thereafter is subjected to constant development and elaboration. In
“Premonitions,” that initial material consists of two tiny fragments heard simultane-
ously: a jagged, six-note rising motif and a swirling descending motif. They last
barely a few seconds; then we're off on a two-minute exploration of rage, violence,
and explosive gestures.

At five minutes, “Yesteryears” is the longest of the Five Pieces. The mostly
soft, sweetly lyrical lines carry a whiff of nostalgia, the kind of pensive, uneasy feel-
ing conjured up by a faded old photograph.

Schoenberg was an accomplished painter as well as a composer. Thus, it is
entirely fitting that he called the third piece “Farben” (Colors), in which he deliber-
ately set out to depict in sound the shifting tone colors of orchestral instruments.
Employing a five-note chord over the course of three quiet minutes, Schoenberg
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causes the colors of this chord to fade into each other, overlapping their beginnings
and endings that blur from an entire palette of hues.

“Peripeteia” is a Greek word meaning “sudden and unexpected reversal of
fortune” — an enigmatic title to be sure, but there is nothing enigmatic about the
miniature horror show that unfolds, alternating between violent explosions and
fearful silences.

“The Obligatory Recitative” too is an enigmatic title. Perhaps it is meant to
suggest a kind of “speaking” quality; if so, then “The Continuous Recitative” might
be more appropriate. The texture varies from chamber music intimacy to full-
throated shrieking by the full orchestra, with not a moment of silence anywhere.
The piece does not so much end as expire from the exertion of such densely con-
trapuntal writing.

Toru Takemitsu:
Asterism (1968)

Toru Takemitsu: Born in Tokyo, October 8, 1930; died in Tokyo, February 20, 1996

Asterism is one of several works by Takemitsu inspired by heavenly bodies and
events. The series began with Eclipse in 1966, followed by Asterism in 1967,
Cassiopeia in 1971, Star-Isle in 1982, Orion and Pleiades in 1984, and Gémeaux
(Gemini), which was commissioned for the opening of Suntory Hall in 1986. Asterism
was commissioned by RCA and was dedicated to Seiji Ozawa and Yuji Takahashi.
Ozawa led the Toronto Symphony Orchestra and pianist Takahashi in the world pre-
miere on January 14, 1969. These artists also made the first recording for RCA Red Seal.

“Asterism” is a Greek word meaning “to mark with stars.” The composer
defines the term in the score as follows: “1. (Astronomy) a - a group of stars, b - a
constellation. 2. (Crystallography) a property of some crystallized minerals showing
a starlike luminous figure in transmitted light or, in a cabochon-cut stone, by
reflected light. 3. Three asterisks placed before a passage to direct attention to it.”
For Takemitsu, all these definitions are relevant to Asterism. The score requires an
enlarged and varied percussion section. The piano part, though of considerable
importance, does not rise to the level of the solo role in a concerto, but rather
maintains the role of primus inter pares (first among equals). It often plays alone,
but seldom for very long; mostly it is integrated within the orchestral fabric.

The opening page gives fair indication of the sound world we are about to
enter: piano, celesta, marimba, vibraphone, xylophone, tubular bells, and two harps
are the defining tone colors, which underscore an evolving aural kaleidoscope of
crystalline, shimmering, glassy, glistening colors and textures. An analysis of
Asterism would involve such technical jargon as pan-tonal and modal writing, hexa-
chords, strata superimposition, and pitch-class sets, but it is Takemitsu’s uniquely
identifiable, ever-changing soundscapes that most listeners will find attractive.
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The climax of Asterism, which occurs about two-thirds of the way through, is
impossible to miss. The entire orchestra, enhanced by two beaters against a tam-tam,
rises from very quiet to extremely loud over the course of a long aleatoric passage in
which each instrumental group is instructed to repeat the same few notes repeatedly
at will. Takemitsu suggests a time span of two minutes for this event, by the end of
which the volume level can become excruciating. Peter Burt, author of the first com-
plete study of Takemitsu’s compositions in English (2001), calls it an “orchestral cata-
clysm,” and succinctly describes Asterism as “a kind of dramatic one-way propulsion
towards total orchestral self-annihilation, followed by a brief coda.”

Holst:
The Planets, 0p.32

I Mars, the Bringer of War

I Venus, the Bringer of Peace

Il Mercury, the Winged Messenger
IV Jupiter, the Bringer of Jollity

V Saturn, the Bringer of Old Age
VI Uranus, the Magician

VI Neptune, the Mystic

Gustav Holst: Born in Cheltenham, England, September 21, 1874; died in London,
May 25, 1934

Since time immemorial, man has looked upon the heavens with a sense of
awe, wonder, imagination and mystery. It was inevitable that interpretations of
outer space would find their way into artistic endeavors, including our music.
Composition of The Planets occupied him from 1914 to 1917. The first complete
performance was conducted by Albert Coates on November 15, 1920. Such is the
music’s originality, imagination and sensationalism that audiences have been look-
ing ever since into Holst’s catalogue for more works of this nature — in vain.
Atypical as it may be, The Planets remains by far Holst’s most popular work. Holst
claimed that the individual titles of his Planets “were suggested by the astrological
significance of the planets; there is no program music.”

MARS — Mars represents the brutish, unfeeling, inhuman nature of mecha-
nized warfare. “Unpleasant and terrifying” were Holst's words to describe how the
music should sound. A relentless pounding is set up in the opening bars, a pound-
ing that carries through the entire movement. The unusual meter Holst chose for
this music, 5/4, creates its own opportunities for musical warfare. Various smaller
patterns (3 + 2; 2 + 3; 5 X 2) do battle with it, but nothing really suits the unflinch-
ing regularity of this irregular meter.

VENUS — The antidote to the cruel, terrible oppression of Mars is Venus, in
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music of soothing melodic contours, predictable rhythmic patterns and pastel col-
ors. The movement opens with chamber music — the gentle call of a solo horn
answered by the cool sound of flutes and oboes. Later, a solo violin sings a sweetly
nostalgic melody.

MERCURY — Motion resumes for the next planet, portrayed in music of scin-
tillating brilliance, sparkling colors, and rapidly pulsating shifts of light and shade.
To astrologers, Mercury is the thinker, but Holst’s Mercury is clearly the winged
messenger of Roman mythology, darting about with feathery lightness.

JUPITER — Astrologer Noel Tye tells us that Jupiter “symbolizes expansive-
ness, scope of enthusiasm, knowledge, honor, and opportunity.” Holst’s Jupiter cor-
responds in all these respects, depicting the quintessence of the plump, jovial fel-
low who knows how to enjoy life and lives it to the fullest. As a hedonist indulges
in many pleasures, so does Holst lavish upon this planet a wealth of musical ideas
— five of them, in fact, every one heard initially in the horns.

SATURN — A greater contrast with the jollity of Jupiter could hardly be imag-
ined than the grey, mournful sounds that greet our ears at the beginning of Saturn.
Like the inexorable ticking of some cosmic clock, flutes (four of them, including a
bass flute) and harps mark the unstoppable passage of time. The music evokes
despair, weariness, and, eventually, protest and terror. A strange, cold air seems to
hover over the opening pages, as a two-note motif swells and recedes in various
instruments. Then follows a solemn dirge, heard initially in the trombones. The
remorseless ticking of the cosmic clock resumes, now more insistently and omi-
nously — it is now more of a tolling than a ticking. Time seems to be running out,
and the victim struggles. Bells clang, clashing in angry syncopation with the boom-
ing clock. The frenzy reaches a climax, then subsides, as the wisdom, serenity, res-
ignation, and acceptance of old age settle over the music. This was Holst’s favorite
planet in his suite.

URANUS — In astrology, Uranus rules over astrologers themselves. It also
rules inventors; hence, it is entirely appropriate to imagine in Holst’s music a kind
of “sorcerer’s apprentice” scenario, with a mad magician racing about his dungeon
workshop and, at the climactic moment, exulting in some arcane discovery about
the nature of the universe. The four-note motif brazenly announced by trumpets
and trombones, then echoed by tubas at double speed and by timpani at quadruple
speed, constitutes the molecular matter from which Holst will construct his musical
formula.

NEPTUNE — ... and on into the furthest reaches of the known solar system
(Pluto was discovered only in 1930). Nearly tuneless, often without any kind of
metrical pulse, and played pianissimo throughout, the music takes on at times an
ethereal beauty, at others terrifying mystery. A wordless female chorus (ideally,
placed offstage) creates the sensation of a dreadful chill, adding to the aura of
remoteness and haunting visions of empty space.

For a profile of Robert Markow, see page 39.
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Sun. 13 October 2024, 14:00 at Suntory Hall

158 @ A 7> D47)UAT—R Ryan WIGGLESWORTH, Conductor
€7/ @ A E—I12/+T—/V— Imogen COOPER, Piano
IV —hY 29— @ KERESL Tatsuya YABE, Concertmaster
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Mozart: Piano Concerto No.23 in A major, K.488

I Allegro
I Adagio
I Allegro assai

fAZ8 / Intermission (20 %)
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Beethoven: Symphony No.3 in E-flat major, op.55, “Eroica”

I Allegro con brio

I Marcia funebre: Adagio assai
I Scherzo: Allegro vivace

IV Finale: Allegro molto
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Imogen COOPER

Piano
A €IV - T—)\—
7/

H ©Sussie Ahlburg
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7 TUVFIL (FO) EEHNICHEELTWVRIED. ETIEIAILTHAVT - RILY
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Regarded as one of the finest interpreters of Classical and Romantic repertoire, Imogen
Cooper’s recent and future concerto performances include London Symphony with Simon
Rattle, Hallé Orchestra with Mark Elder and Cleveland and Helsinki Philharmonic Orches-
tras with Jane Glover. Her solo recitals this season include performances in London, New
York and Washington DC. As a committed chamber musician Imogen performs regularly
with Henning Kraggerud and Adrian Brendel. Following a long collaboration with Wolf-
gang Holzmair in both the concert hall and recording studio, her Lieder partners now
include lan Bostridge, Sarah Connolly and Mark Padmore. Imogen's most recent solo
recordings have been released on Chandos Records. Imogen received a DBE in the
Queen’s Birthday Honours in 2021. The Imogen Cooper Music Trust was founded in
2015, to support young pianists at the cusp of their careers and give them time in an
environment of peace and beauty.
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Program notes by Robert Markow

Mozart:
Piano Concerto No.23 in A major, K.488

I Allegro
I Adagio
Il Allegro assai

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

This concerto, one of the two or three most popular of all Mozart’s piano
concertos, represents just one of the twelve he wrote in Vienna during the brief
period of 1784 to 1786. The artistic inspiration, consummate grace, structural per-
fection and technical mastery of the A-Major Concerto are beyond dispute, and
contribute to making it one of the most beloved of Mozart’s 23 works in this genre.
(The first four are merely adaptations of movements by other composers.) This
concerto also represents the summation of the perfect blending of soloist and
orchestra, not as competitors, but as partners playing together (conserere, rather
than concertare) in the original spirit of concerto writing. Hence, the sharply
defined dualism of solo and tutti is softened, with the two forces sharing musical
material, co-operating and working simultaneously much of the time. The melodic
riches of this concerto are profuse, even by Mozartian standards.

The first movement contains at least four significant melodic strains, while up
to ten have been identified in the finale. The work opens with one of Mozart’s most
gracious and heavenly serene themes, sung first by the strings, then echoed by the
seven wind instruments (flute, pairs of clarinets, bassoons and horns) that contrib-
ute so much to the concerto’s euphony. A tutti passage with a sturdy rhythmic pat-
tern ensues, followed by another theme of gently lyric quality, unusual length and
great beauty. The addition of bassoon and flute to this line is just one of countless
felicities of orchestration to be found in the concerto. Another vigorously rhythmic
tutti brings the orchestral exposition to a close. The soloist now enters and shortly
afterwards begins the dialogue of soloist and orchestra in multifarious facets.

The second movement is one of the most ravishing slow movements Mozart
ever composed. The truly special quality of this movement is underscored by its
tonality of F-sharp minor, an extremely rare key in the eighteenth century, and
quite possibly the sole instance where Mozart used this key.

The veiled colors and dark mood of the Adagio are dispelled instantly with
the opening gesture of the effervescent rondo-finale. To musicologist Alfred
Einstein, this “seems to introduce a breath of fresh air and ray of sunlight into a
dark and musty room,” and to program annotator Edward Downes, “the high spirits
of the finale are like a sudden release from prison.” A steady succession of new
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themes in alternation with already familiar material provides an almost perpetual
motion machine of melodic freshness right to the final bars.

Beethoven:
Symphony No.3 in E-flat major, op.55, “Eroica”

I Allegro con brio

I Marcia funebre: Adagio assai
Il Scherzo: Allegro vivace

IV Finale: Allegro molto

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

Critics are wont to pronounce judgments that are subsequently overturned by
history, none more so than the assertion by a British writer in 1829 that
Beethoven’s Eroica Symphony was “infinitely lengthy ... If this symphony is not by
some means abridged, it will soon fall into disuse.” This opinion was not rashly
offered in the heat of emotion following the first performance; it came nearly a
quarter-century later. Yet few symphonies have acquired as secure a place in the
repertory as the Eroica. Beethoven himself proclaimed it to be the favorite of his
symphonies (though this was before he had written the Ninth). As for its length
(50-55 minutes), it was by far the longest symphony written to date, yet it is incon-
ceivable that a conductor today would make even the slightest cut in performance,
so integral to the structure is every note of this score.

Beethoven wrote most of the symphony in late 1803 (sketches had been
made the previous year), and completed it in early 1804. Following several private
performances, the first public performance was given in Vienna's Theater an der
Wien on April 7, 1805 with the composer conducting.

Originally the work was to be dedicated to the First Consul of France,
Napoleon Bonaparte. Napoleon represented to Beethoven all that was noble and
glorious in the human race — a daring young man who had risen through the ranks
on his own initiative and powers, who had liberated men from tyranny, who had
defied oppressive governments, and who was espousing the battle cry of the
French Revolution: “Liberté, Egalité, Fraternité!” But when Beethoven learned that
Napoleon had proclaimed himself Emperor (May, 1804), he flew into a rage, rushed
to the table on which the Eroica lay, ripped off the dedicatory title page and cried,
“Is he then too nothing more than an ordinary human being? Now he, too, will
trample on all the rights of man and indulge only his ambition. He will exalt himself
above all others, become a tyrant.”

Sometime later, when the orchestral parts were published in 1806, Beethoven
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inscribed the title “Sinfonia Eroica, Composed to Celebrate the Memory of a Great
Man.” The score was eventually dedicated to one of Beethoven’s patrons, Prince
Lobkowitz (the same man to whom the Triple Concerto was dedicated).

This “great man” might have been an ideal, non-existent hero, but more like-
ly, it was the spirit of heroism itself that interested Beethoven. Paul Bekker percep-
tively notes that Beethoven was interested in men like Napoleon “not as persons
but as types of the strength of man’s will, of death’s majesty, of creative power; on
these great abstractions of all that humanity can be and do, he built his tone
poem.”

The Eroica is important musically as well as historically. In size and breadth,
it far surpassed anything of its kind previously written. Its harmonic language was
highly advanced for its age. The intensely strong rhythms and the plethora of jar-
ring dissonances disturbed more than one listener at early performances.

In the first movement, the dimensions of sonata-allegro form were greatly
expanded. Rather than clear-cut first and second themes, Beethoven employed no
fewer than eight motivic building blocks. The cornerstone of these is the triadic
theme in the cellos, first heard immediately after the two shouts that open the
work. Other formal features of the movement include an unusually long develop-
ment section that includes a completely new theme for oboes in the remote key of
E minor, a trigger-happy horn entry in the “wrong” key just before the recapitula-
tion, and a long coda which functions as a second development section.

The second movement, entitled “Funeral March,” is one of the blackest, most
intense expressions of grief ever written, grief on a heroic scale. The middle fugato
section suggests the grandeur of a classic Greek tragedy. But towards whom or
what is this grief directed? Napoleon the man? Napoleon the liberator? Man’s
indomitable spirit?

After this long, profoundly weighty movement, Beethoven recognized the need
for something more than the standard graceful minuet to lift the spirits again.
Instead, we find a scherzo of driving rhythmic energy and inexorable momentum. Its
central trio section is remarkable too, not only in its virtuosic use of horns spanning
three octaves, but for the way in which it moves seamlessly back to the scherzo.

The finale — a theme with ten variations — uses for its theme the same one
Beethoven had used earlier in his Prometheus ballet music (though not in the fre-
quently played Overture), as if to symbolize the creative vitality of heroism —
Prometheus defying the gods and bringing fire to humanity. Beethoven had also
used the theme previously in a contredanse and in the Eroica Variations, Op. 35
for piano. The theme makes its first appearance in the oboe and is repeated imme-
diately by the violins. This happens not at the very outset of the movement, but
several minutes later, when what originally seemed like the theme becomes merely
the accompaniment for the true theme.

For a profile of Robert Markow, see page 39.
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Martyn

BRABBINS

Conductor

N—T42ITSEVX
1518

©Ben Ealovega

2025/263—XHh6VIUAE (RUT—FY) OBEBEEEEICHETE. (7 Uy
Va3 FVar - ARSEBHEEE (2016 ~ 23), BEDMY S - 7—T ZARSEIEUSH.
O4FIL - AVBIVMNRDE, VISV RTLE, NJVUY - RAVE, A VRE (LY
NA) BENER, TRSEBEBEV TR FUTFZERES. I CTIFRATE, NAT
JVVBENTEIE. CENICIEUIY. PLRATIVI L TSI FURND—=TiRE
DIEPZ TREZET>TND,

BBCROFT w1 ZREFIEEE (1994 ~ 2005). OAVIL - TSI —R - TA)U
BEREZEEES (2009 ~ 15). @OEI«IVEFEERESE (2012 ~16). FT/UhFLE
BREREEMEE (2005 ~ 07) ZFE, R, RETUSEAZEEHRR. T1IR v
FSURBERBEHE. /\9—RT—IURGERESEMER. CNFETICT150E<D
CD%E#FE. )LD, N—bDswR )b, N—TTA DFRSBREFET 4 XTHE,
2023%F(C(F. REDEREFDIEXF]E@MHEFRHSN. RPS (O VI - T1)L/N\—
EZvIRR) EEEEETZE,

HETIF2009F HIEE, UKRIAIVN P TA—2 D407 LAXDITER, TILH—
(IZOVESW) BRETRBEERILIS. SONeEBDHESTS,

Martyn Brabbins was recently appointed Chief Conductor of Malm& Symphony, starting
in the 2025/26 season. He was Music Director of English National Opera 2016-2023. He
guests with orchestras such as Royal Concertgebouw, San Francisco Symphony, Deutsch-
es Symphonie-Orchester Berlin and Tokyo Metropolitan Symphony, as well as the Philhar-
monia, BBC Symphony and most of the other leading UK orchestras. He has appeared at
opera houses such as Teatro alla Scala and Bayerische Staatsoper, and regularly con-
ducts in Lyon, Amsterdam, Frankfurt and Antwerp. He was Associate Principal Conductor
of BBC Scottish Symphony 1994-2005, Principal Guest Conductor of Royal Flemish Phil-
harmonic 2009-2015, Chief Conductor of Nagoya Philharmonic 2012-2016, and Artistic
Director of Cheltenham International Festival of Music 2005-2007. He is Prince Consort
Professor of Conducting at Royal College of Music, Visiting Professor at Royal Scottish
Conservatoire and Artistic Advisor to Huddersfield Choral Society.
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Subscription Concert No.1010 B Series
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2024 1 0824800 19:00882

Thu. 24. October 2024, 19:00 at Suntory Hall

1518 @ Y—T 12/ T SEZ/X Martyn BRABBINS, Conductor
50w @ PURUIY-T7>/ 7T T Annelien Van WAUWE, Clarinet
VT —hYRI— @ IKE 52 Akira MIZUTANI, Concertmaster

TIVA— B (EEICT (73wA)) ops0 229

Elgar: In the South (Alassio), op.50

T4 50Uy ESE / V525 op.31 (1948-49) (30%)
Finzi: Clarinet Concerto in C minor, op.31 (1948-49)

I Allegro vigoroso
I Adagio ma senza rigore
I Rondo: Allegro giocoso

AE8 / Intermission (20 43)

O —2 - DqU7 LR B 9 & /RIGH (1958) 6%
Vaughan Williams: Symphony No. 9 in E minor (1958)

I Moderato maestoso

I Andante sostenuto

Il Scherzo: Allegro pesante
V. Andante tranquillo

EE  ABMTEARTHRERT
“IE : WA, RAPHEERR
YU—X%IE  BERBERRRIIERY
B LTERRRRRS
Bl T (EOSMSHOREEE WREEEH) )
TR CINSESS e o
K ICTF

BRI AR PEDRB TS,
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Annelien Van WAUWE

Clarinet
PIURUIY - TJrY - I7rodT
35Uy

©Joelle Van Autreve

NIVF—=EFN, 2012F, ZaVAVERSEIVI—IVE2L E1MIBL). LR,
NA DIV HOERE, N)VUV-RAVE SWRY 2o HILNOEE, 2N\ VERE,
TUavt)l - Ta)b. OA VIV - UDFPF—)b - Ta)b, BBCROT 4wV BRrESHEA,
2017, BBCTOLARICTE21—,

INFTIC, Fa—Uvke-b=YN\U, X)VUY - TA)UN—FZ—, N)VUZ-aVx
IWMNDR, D=2« AVYT)UNNDR, PLRATIVI L - AVEIVMARD, D40 F
7 m—IVREICE R, FWYTILVERSR, XTIV TIVI=T73FIRY XV EEE,
VAVRIAE=RILY 29 A VBERRE, LLOERERICHBELTNS, EREICHIE
BEES. 2018F(CTVavBILTHIL—BIVERT VY VT IL=EER I,

707 0TTR Ui RyIBERZTHE—R-NAP—[CRAR, T5IC, (T
79 - FS—R NZADIL - ESHTR, Py rrO- ALRF =, dzovIib - Ty
TR W7 - T4—RI—B[CHNB. RLIFEEDEE(CHELT, EHNICTRY —
ISRE(TIED. PUND—FEUEERDI SURYSEEZEHD TS,

The Belgian clarinettist Annelien Van Wauwe won the 2nd prize award at Internationaler
Musikwettbewerb der ARD in 2012, which was a decisive step towards international rec-
ognition. Since then, she has performed with many leading orchestras including Sym-
phonieorchester des Bayerischen Rundfunks, Deutsches Symphonie-Orchester Berlin,
Radio-Sinfonieorchester Stuttgart des SWR, Minchner Kammerorchester, Brussels Philhar-
monic, Royal Liverpool Philharmonic, and BBC Scottish Symphony. She made her BBC
Proms’ debut in 2017. She has regularly appeared at prestigious halls in Europe such as
Tonhalle Zurich, Berliner Philharmonie, Konzerthaus Berlin, Wiener Konzerthaus, Concert-
gebouw Amsterdam, and Wigmore Hall as well as international festivals including
Lucerne Festival, Festspiele Mecklenburg-Vorpommern, and Schleswig-Holstein Musik
Festival. As an inspired chamber musician, Annelien co-founded Brussels chamber music
ensemble Carousel in 2018. She is principal teacher at Royal Conservatoire Antwerp.
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Program notes by Robert Markow

Elgar:
In the South (Alassio), op.50

Edward Elgar: Born in Broadheath, England, June 2, 1857; died in Worcester,
February 23, 1934

The first performance of In the South (or Alassio — the work goes by both
names) was conducted by the composer on March 16, 1904 at an Elgar Festival in
London’s Covent Garden. Elgar was to have produced his First Symphony for this
occasion, but there was not enough time to write it. Instead, he offered this “over-
ture,” which turned out to be a substantial tone poem of about twenty minutes’
duration in modified sonata form and the longest single symphonic movement
Elgar had written up to this point. Alassio joins Berlioz’ Harold in Italy,
Mendelssohn’s Italian Symphony, Strauss’s Aus Italien, Wolf’s Italian Serenade
and Respighi’s Roman Trilogy as a magnificent musical tribute to the glory of Italy
and the country’s natural beauties.

Alassio is the name of a small town on the Italian Riviera, just a few miles
from France, where Elgar and his wife went in late 1903 to escape the damp chill
of their native England. It was Elgar’s first visit to Italy and he was duly impressed.
The exultant opening theme serves perfectly to express his new-found joy in this
spot of land. The second theme is a graceful, gently flowing melody initially heard
in the clarinets in the minor mode. There is a further theme in the pastoral vein. In
place of a development section devoted to the themes already presented, Elgar
introduces two additional episodes. The first, inspired by thoughts of ancient
Roman armies, is a grand, pompous idea in the heavy brass that paints, in the
composer’s words, “the relentless and domineering onward force of the ancient
day, and gives a sound-picture of the strife and wars, the ‘drums and tramplings’ of
a later time.” The second Elgar described as a canto popolare (a folk song, though
it is his own), heard against an accompaniment of shimmering strings, glockenspiel
and harp, first in the solo viola, then in the solo horn. The themes of the opening
section return in order in the recapitulation, and the music ends in a great orches-
tral tour de force in E-flat major, the key traditionally used for “heroic” music like
Beethoven’s Eroica Symphony and Emperor Concerto, and Strauss’s Ein
Heldenleben.

Finzi:
Clarinet Concerto in C minor, op.31 (1948-49)

I Allegro vigoroso
I Adagio ma senza rigore
I Rondo: Allegro giocoso
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Gerald Finzi: Born in London, July 14, 1901; died in Oxford, September 27, 1956

The English composer Gerald Finzi grew up a quiet, shy boy, beset from all
directions with calamities, setbacks, frustrations and bereavements (his father, three
siblings, and his beloved teacher Emest Farrar all perished while Finzi was still a
boy). He knew from the age of nine he wanted to be a composer, and despite all
the odds stacked against him, he succeeded. But Finzi’'s name was barely known,
even in his native land, until fairly recently. (During his lifetime only two recordings
of his music were issued.)

Finzi was also was a man of many interests, including rescuing and cultivat-
ing 350 varieties of English apples in his orchards. (In this regard he may be com-
pared to fellow English composer Frederick Delius, who cultivated oranges in
Florida.) He was a devout pacifist, and was appalled by the wars he lived through,
but he did his duty by working for the ministry of transport during World War II.

In 1951 Finzi learned that he had leukemia and that he had only a few years
to live. He actually died from chickenpox, brought on by his immune deficiency
from leukemia. His name survives in the repertory for a Cello Concerto, a Clarinet
Concerto, the Severn Rhapsody, but mostly for his many songs and choral works,
especially the cantata Dies Natalis.

The Clarinet Concerto, possibly his best-known orchestral work, was com-
posed in 1949 and had its premiere that year at the Three Choirs Festival in
Hereford on September 9 with the composer conducting the London Symphony
and soloist Frederick Thurston. Though often referred to as being “in C minor,” in
fact only the opening pages and eight bars at the very end of the first movement
are in this key. Once leaving C minor, the music passes through a succession of for-
eign keys, yet the listener never senses a feeling of discontinuity.

“Given Finzi’s childhood bereavements and his reverence for the fragility of
life,” writes clarinetist Emma Johnson, it is understandable that he felt a particularly
vehement anger at the brutality of war and this makes its way into the first move-
ment of the Clarinet Concerto. Although the language is lyrical, it is not relaxed;
there is a robust edginess which gives the work urgency and strength and which
eventually works itself up into a tempestuous climax marked con furia (with
anger).” Overall, the orchestra has the more aggressive material (as in the introduc-
tion) while the soloist offers more becalmed responses.

The central slow movement is built from a single motif heard in the opening
bars in the strings. Soloist and orchestra share in the continuous elaboration and
development of this material, culminating in a passionate climax near the end
where the dynamic marking reaches fff (fortississimo).

The finale contains the concerto’s most memorable melodies. In the first, fol-
lowing an agitated orchestral introduction, the clarinet rambles merrily along in C
major, leaving the seven pitches of the C-major scale only at the very end of its
twenty-bar excursion. Finzi employs a free rondo form with a twist - each time the
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main theme returns it is in a different key until, following a nostalgic glance back to
the clarinet’s first entrance in the concerto, the key returns vigorously to C major
for a conclusive ending.

Vaughan Williams:
Symphony No. 9 in E minor (1958)

I Moderato maestoso
I Andante sostenuto
Il Scherzo: Allegro pesante
IV Andante tranquillo

Ralph Vaughan Williams: Born in Down Ampney, Gloucestershire, October 12,
1872; died in London, August 26, 1958

Vaughan Williams, like Beethoven, wrote nine symphonies. In both cases, the
composer was at the height of fame and popularity at the time of writing his Ninth,
and each was widely regarded as the greatest living composer in his respective
country. Vaughan Williams’ last contribution to the genre has not reached quite
the universal acceptance Beethoven’s has (few have), but it remains a worthy addi-
tion to the repertory, one all too seldom encountered. Moreover, that a symphony
written in the 1950s could actually carry a key designation (E minor) in an age
when atonality, aleatoric music, electronic music, musique concrete and other
modern trends were in fashion, seemed more than faintly anachronistic. On the
other hand, Vaughan Williams had been living with the charge that he was “old-
fashioned” for over half a century. Not to mention that much of his music was
actually inspired by music of the Renaissance and English folk song. “In fact,” notes
musicologist Philip Huscher, “Vaughan Williams was one of the first composers in
the twentieth century who managed to forge a strong personal style almost exclu-
sively from the material of the past.”

The Ninth is not only Vaughan Williams’ last symphony; it is his last major
work, completed in 1958 when the composer was 85. The first performance was
given on April 2 of that year with Sir Malcolm Sargent conducting the Royal
Philharmonic Orchestra at Royal Festival Hall in London. Vaughan Williams had
planned to attend the first recording session for his Ninth Symphony, with Sir
Adrian Boult conducting the London Symphony, on August 28, but death took him
just two days earlier. In 2010, Pristine Classical released a CD of the world pre-
miere performance.

Overall it is a somber, dark-hued, contemplative work. Although laid out in the
four-movement design of a traditional Romantic-period symphony, not one move-
ment conforms to the standard forms found in such symphonies, and not one move-
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ment is in sonata form. Other irregularities of this intriguing work are the inclusion of
three saxophones, a flugelhorn, and deep bells. “There are many dark visionings,”
writes Hugh Ottaway, “and a sense of struggle against odds is seldom far away, but
the ultimate note, as in the Eighth [Symphony], is one of qualified optimism.”

The opening movement is built from four thematic strands that develop free-
ly. “Throughout this movement,” writes Ottaway, “the themes penetrate each other,
modifying the established shapes. --- At every stage some new combination, exten-
sion or interpenetration of the themes is evident.”

If you have never heard a flugelhorn, then the opening of the second movement
is as good a chance as you'll ever get. Vaughan Williams wanted “this beautiful and
neglected instrument” (his words), used mostly in band music, singled out and not
replaced by any other member of the brass family. The flugelhorn presents the mys-
tery-tinged theme, which is suddenly interrupted by aggressive march-like music that
the composer described as “the ghostly drummer of Salisbury Plain.” A serene central
episode scored mostly for strings serves to offset the drummer music. The marching
music returns with brutal force, but the last word goes to the flugelhom.

The third movement is marked Scherzo, though it is in duple meter, not the
traditional triple meter that one expects in a scherzo. It is a wild, crazy romp that
might bring to mind Dukas’ Sorcerer’s Apprentice or, more likely, the kind of magi-
cian depicted in the “Uranus” movement of Holst’s Planets. It lasts barely five min-
utes but incorporates no fewer than five themes, three of which go to the saxo-
phone trio. The writing is virtuosic, moods change frequently and abruptly, and
the listener’s attention is not allowed to wander for even a moment. The move-
ment does not so much end as evaporate into the ether.

Virtually no pause separates the last movement from the Scherzo. The struc-
ture is strangely episodic, but falls into two large parts of about six minutes each.
The second of these begins with an extended episode for strings alone, a soft,
almost ethereal passage that gradually adds woodwinds and brass to the ever-
denser mix. Tempo, volume, and intensity rise twice to momentary climaxes. The
third, and final climax arrives ten bars from the end — a gigantic E major chord
played fortississimo (fff) by every member of the orchestra. The chord diminishes,
then swells twice more. Will the last sound we hear be in the heavens, like
Beethoven’s Ninth, or in the depths of the soul, like Mahler’s Ninth? Vaughan
Williams’ ending is inconclusive, even enigmatic.

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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