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# Tokyo Metropolitan Symphony Orchestra

Established in 1965

Music Director
Kazushi ONO

Principal Guest Conductor

Alan GILBERT

Honorary Conductor for Life

Kazuhiro KOIZUMI

¥ Solo Principal @Principal <>Associate Principal

Solo-Concertmaster
Tatsuya YABE

Concertmaster
Akira MIZUTANI
Tomoshige YAMAMOTO

1st Violins

<& Makiko YOSHIOKA

<& Yuzuki WATANABE
Yuki ADACHI
Shota ITO
Hiroshi OIKAWA
Sayaka KAGEI
Fumi KOSEKI
Shu SHIODA
Tomoko SHINOHARA
Misato TAGUCHI
Masako TANAKA
Masayuki NUMATA
Kana YAMATO
Wakako YOKOYAMA

2nd Violins

@ Kanako ENDO

® Masaya SOSHI

<& Hisao MIHARA

<& Shohei YAMAMOTO
Keiko UEDA
Nobuko KAIWA
Kumi KOBAYASHI
Yuki SAKAI
Harumi TAKADA
Tetsuro TANIGUCHI
Tsukasa NITTA*
Naomi YAMAGUCHI
Moe YOSHIMOTO

Conductor Laureate
Eliahu INBAL

Honorary Principal Violist
Mazumi TANAMURA

Conductor Laureate

Gary BERTINI

Jean FOURNET

Violas

¥ Manabu SUZUKI

4 Tomomi SHINOZAKI

< Saki ISHIDA

< Keiko MURATA
Ayako KOJIMA
Akiko KOBAYASHI
David MASON
Yukiko TOMINAGA
Kintaro HAGIYA
Yasuo HAYASHI
Masayo HIGUCHI

Violoncellos

¢ YulTO

4 Nobuo FURUKAWA

< Shin-ichi EGUCHI

<& Ichiro HASEBE
Shiori SHIMIZU
Junko TAKAHASHI
Shohei HIRATA
Ryosuke MORIYAMA
Jumpei YANASE
Dai YAMAMOTO

Contrabasses

@ Hiroshi IKEMATSU

¢ Osamu YAMAMOTO

< Akinari WATANABE
Nakako SANO
Otoo SHIBATA
Yota TAKAHASHI
Yatsuo TOMINAGA
Yosuke MOTOYAMA

Permanent Honorary Conductor

#Currently studying abroad

Flutes

® Saya MATSUKI

® Yusuke YANAGIHARA
Ikue KOIKE
Ai NAKAGAWA

Oboes

® Mieko TAKASU

® Tomoyuki HIROTA
Keitaro OUE
Fusako NAMPO

Clarinets

® Michiyo SATO
Yumiko ITOI
Daisuke KATSUYAMA

Bassoons
® Masayuki OKAMOTO
® Tetsuya CHO
Takao KOGO
Norihito YAMADA

Horns

® Takato SAIJO
Sumiharu ARIMA
Tsutomu ISOHATA
Jo KISHIGAMI
Yu SUZUKI
Hirofumi WADA

Trumpets

# Kouji OKAZAKI

@ Osamu TAKAHASHI
Shun ITO
Tomohiro NAITO
Takashi NAKAYAMA

Trombones

@ Hirotaka KAZEHAYA

@ Shintaro TAKASE
Yuri IGUCHI
Zachary GUILES

Bass Trombone
Koichi NONOSHITA

Tuba
Kiyoshi SATO

Timpani & Percussion

@ Yoshihiro ANDO

@ Tadayuki HISAICHI
Takashi KODA
Keiko NISHIKAWA

Inspector
Nobutaka UESUGI

Stage Manager
Kentaro ASAMI
Katsuro YAMANO

Librarian
Keiko ITONAGA

(As of January 2025)
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Leonard SLATKIN

Conductor

L —R-AS5ubhF2
eiE

©Niko Rodamel

RRRBEDEBEEDOEY, HRPDEFFETO—RF —T ANSZEIBELTH,
NEC. Za—F—UVX-Tq)U @ILAITF - Ta)L). BVNUVARE, DI R -
FUaFEOBREE. BBCEOEREREEREZRE, REGFT M MEEREER
BB, JSVAENVUIVERETEEE, tUNUA/ ABEREESE. o5V - hFUT-
T« EREEEEEZHED TV, FHR. /ER. HBEELLCHER,

BED80mZERD2024/25FY—AV/(F,. WO TBREBERHEINTDA—T R
hSEHBETBIFND. DIUbY-FaF)VE Za—3—7-T«)b. PAILSVREILE.
WE, KR« LERBREICEE, S5IC LEOERICKIEBULIZ(2—NILT 47—
T~ F—=TZARI) - TFVII—) DEFINEZDR 2.

LO—F1 27 100%8BR. T5=—8BZ6ERE, /IX—NI35EZEHZ. EARK

2T A ) OHTHRERICEN R DERICEFNH D, CNETIC PAUNDEREMAE.
TOVADEMALBEY2T7UT, #—ANT7 ONBEHEREREZZE, HEL(F
SENPHE.
Internationally acclaimed conductor Leonard Slatkin is Music Director Laureate of Detroit
Symphony, Directeur Musical Honoraire of Orchestre National de Lyon, Conductor Laure-
ate of St. Louis Symphony, and Principal Guest Conductor of Orquesta Filarmonica de
Gran Canaria. He maintains a rigorous schedule of guest conducting throughout the
world and is active as a composer, author, and educator. Slatkin has received six Gram-
my awards and 35 nominations. A recipient of the National Medal of Arts, he also holds
the rank of Chevalier in the French Legion of Honor. He has received Austria’s Decoration
of Honor in Silver.
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Tue. 14 January 2025, 19:00 at Suntory Hall

#EANT I
TMSO Special
| YYRU—R—IL

2025&1 ﬁ] 5EI(7J<) 14:0053#

Wed. 15 January 2025 14:00 at Suntory Hall

1518 @ U —R- XS/ Leonard SLATKIN, Conductor
7A4FU @ F)I[ES  Mayumi KANAGAWA, Violin
IV —hYR9— @ LIIKKE Tomoshige YAMAMOTO, Concertmaster

VT RITA— 1 BEDHD TS —3 (2002) 124
Cindy McTee: Adagio for String Orchestra (2002)

DAV LD A A UVREE con

Walton: Violin Concerto

[ Andante tranquillo
I Presto capriccioso alla napolitana
Il Vivace

{R&8 / Intermission (20 %)

TOXR 7 I RREMEE 2 & hEg5H op.27 ©0%)
Rachmaninoff: Symphony No.2 in E minor, op.27

[ Largo - Allegro moderato
I Allegro molto

I Adagio

IV Allegro vivace

T AEMDEARRREET
BB BN, EREYEEER
YU—X%HE  PERAEGRBBARY (1/14)
e TLERRRE RS
BAL e EOEMIROTESE (LEEKSED)) (1/14)
HITTEEN BAE R RS
K ICFHF

TBEE S RERBE TEDR/BTY.
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Mayumi KANAGAWA

Violin
Z/ES
JrAFUY

©Victor Marin

BEADELE, EFNDRVEBEETETCOHNDIERIEIHLLOERZH TLTWND,
2019FEF v JATRAF—EBRIT—)UEE4L. 2018FE0 =T h—EBRIVT—ILE
201, 2024FV3)V2-TRAJERIVI—ILER,. BF. $340B8ARSSZEKE[D
Lwya7—54ANEIRE,

CNETIC. BERDEEA—T AT EIFICH. TI/N\BEE, YUA VAT —EIEE.
RAY « AN —TAIVN—FZ— - TU—XA, T4VSURBGRE, N)VF—EHIIE.
JSVAEIIOD—=ILE. ERXID - J4)be OA4VIL - Ta)b. N)LUY - DY T)LE
NDABREEHE, BEREPTION—F T, FIVRA=IRUFPERSEPTTILET
BEK. PMF, BR - & - BREEREICHEUE, 2023F, FEa— - 7IUNL [UD
A9 JURECITAL) JZTO AN - L—XR)LKDIUU—Z,

RAVEFEN, dRDOSBARTIPA AUV ERSD, —21—IF—TJEE T, 12K cOdy
BILRICED, BEFNIVIVERRITEEFEZER. 2023F108KUTU—XV=
MAZE TR ZHN D, (FAXEEF. BABREVEBESDANS TAIPUDR[D4)LNIVE]
(1725%8),

Mayumi Kanagawa is a Berlin based, Japanese-American violinist praised for her rich,
dark sound and focused, engaging musicality. Gold medalist of the 2024 George Enescu
competition as well as prizewinner at the 2019 International Tchaikovsky Competition in
Moscow and silver medalist at the 2018 Long-Thibaud Competition in Paris, she is estab-
lishing herself as a versatile and refined soloist and chamber musician. Mayumi has per-
formed with many orchestras including Mariinsky Orchestra, Belgian National Symphony,
Prague Radio Symphony, Deutsche Kammerphilharmonie Bremen, and Finnish Radio Sym-
phony, among others. Since October 2023 she has taught at Hochschule fur Kinste Bre-
men. She currently performs on the 1725 “Wilhelmj” Stradivarius violin on generous loan
from the Nippon Music Foundation.
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VUTA RITA— !
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SUTARTTA—

[ex—Aby-ra=s)] & FHRI>Tr - ~7T74— |
(1953FT v h Ny a<vEEN) 2 [BATRAVHDEEKEY
fBICZ AN F—LHHEEZ, IV ERICH S EAIE
Nabizoliz] EMBLE. HRiE. TAINEMXET T
I-O2O0H, I=h - F - AVEF TRV AT R o
FEEDIL—VVY - TIATEREZLOBE ST, v " Claurie Temert
TA—DIERIE. V=TI URE, T4 T V7478, a¥ v EILA- T4, £—
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T4y FAZT + T4LVEIELD, RLTAET . KRRy, YA, 52, Fh
O b, AVTATFRIA, EvIN=F, LM A RADOELZERE R ETHEHE
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£, JbTFFHAKRET27HE) . 201 LI TF FH ARFELEHIZELTFHEL
Too TDH%. EBHEEBELF—F - ATvNFUEHEE. IX-UMEI ML ATEE,

DALY
DA AU

IRT—F-I)H— (1857 ~1934) 2 EEFREROE I MR, LA7 Tr—
VeI T LR (1872 ~ 1958) &7 AF —17 « RILAN (1874 ~ 1934) 21X
EgBHE. TAUT L T4 (1902 ~ 83) 1E. Ry PvIy - TUT Y (1913 ~
76) XA TEIMRICE T AIEMETH S,

IANNAIA T T ORI T AT v — DR 4 — LT LD iR RICEE N,
FVI AT —=RREZETFTAAN « Fy—F - hLv PV ODESERBZZE TR KAE
IEZT HPHE, REBRICELLGSEH Yy NI oV — O EEFZ %
HoMETEMOREELZHICE Tz, FIEFZICERZM T (775 —F)
(1923). 787l FIvh (1895 ~ 1963 /{EHiEBATT4HTDEFETLH 1)
EHMBZHICLTHELL YA SHEM (1929). KRBELZAEEERREOZDHD
BEFITNA ANV - LOEEY (1931). HEEEZEHE 1 (1935) D
I Ty 1930FERBFICIRROEE M AL EIMAEZFEILL Tz,
1937FDEEVa— V6t (1895~ 1952 /FEA11936~52) DEE 2\ TIZATEH
(ER) PEBESN TN,
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F1939FE5HICUA N MNATZ2a—T—V %k, 2T T7zy VOB RZE
EN6. MEHOMEN- A LT, FEREINA TV OMETHREL2
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VrAH, BHEMORETIIEICE] - E2EES, BETIEICEIFEY
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Cindy McTee:
Adagio for String Orchestra (2002)

Adapted from my Agnus Dei for organ in the wake of events following the
horror of September 11, 2001, the Adagio became the second movement of my
Symphony No. I: Ballet for Orchestra. It was commissioned by the National
Symphony Orchestra - music director, Leonard Slatkin - and made possible by the
John and June Hechinger Fund for New Orchestra Works.

The Adagio gradually exposes a hauntingly beautiful melody (Ab, G, F, C,
Db, Eb, Db, C) from Krzysztof Penderecki’s Polish Requiem which appears in its
entirety at about three-quarters of the way through my work. Most of the material
in my piece consists of two or three-note fragments taken from this melody, espe-
cially a falling half-step and subsequent whole-step emphasizing the interval of the
minor third. Reflecting my interest in using both atonal and tonal materials within
the same piece of music, the work begins with some tension and anguish, then
moves through several sections which are introspective and peaceful. Optimism
and joy finally give way at the end to a sense of uncertainty and a reference to the
work’s opening.

I was inspired by the following poem.

All night have the roses heard

The flute, violin, bassoon;

All night has the casement jessamine stirr’d
To the dancers dancing in tune;

Till a silence fell with the waking bird,

And a hush with the setting moon.

—— Alfred Lord Tennyson, Maud, and Other Poems

(Cindy McTee)

Cindy McTee

Hailed by the Houston Chronicle as a composer whose
music reflects a charging, churning celebration of the musical and
cultural energy of modern-day America, Cindy McTee (b. 1953 in
Tacoma, WA) brings to the world of concert music a fresh and
imaginative voice. She has received numerous awards for her
music, most significantly: two awards from the American 758
Academy of Arts and Letters and a Music Alive Award from Meet " Claure Tement
The Composer and the League of American Orchestras. The works of Cindy
McTee have received performances by leading ensembles and orchestras including
Cleveland Orchestra, Philadelphia Orchestra, Los Angeles Philharmonic, Eastman
Wind Ensemble, Philharmonia Orchestra, Orchestre National de Lyon, Helsinki
Philharmonic, Moscow Philharmonic, and symphony orchestras of Baltimore,
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Boston, Chicago, Dallas, Detroit, Indianapolis, Pittsburgh, and St. Louis. She
enjoyed a 30-year teaching career - 3 years at Pacific Lutheran University and 27
years at University of North Texas where she retired as Regents Professor Emerita
in 2011. Later that year, she married conductor, Leonard Slatkin. Their principal
place of residence is in St. Louis, Missouri.

Walton:
Violin Concerto

I Andante tranquillo
I Presto capriccioso alla napolitana
Il Vivace

(Sir) William Walton: Born in Oldham, England, March 29, 1902; died on Ischia (an
island near Naples), March 8, 1983

William Walton stands as one of the towering peaks in twentieth-century
British music history. His music is characterized by sensuous lyricism, a tonal orien-
tation spiked with dissonance, hard-edged brilliance, a fondness for major/minor
ambiguities, and rhythmic virility sometimes tinged with jazz, all qualities found in
the Violin Concerto. Walton never associated with any school, esthetic cult or
“ism,” nor could he be termed a radical or pioneer. Like all great composers, his
music has an immediately identifiable quality that marks it unmistakably and exclu-
sively his own. Walton wrote his Violin Concerto at the request of Jascha Heifetz,
who gave the world premiere with the Cleveland Orchestra, Artur Rodzinski con-
ducting, on December 7, 1939.

The concerto opens with a gently swaying rhythmic figure in the clarinet that
unmistakably establishes the tonal center as B minor (the same as Elgar’s Violin
Concerto, another of the great twentieth-century concertos for this instrument) and
from which the main theme almost immediately emerges in the solo violin.
Actually, this is a double theme, its second part running concurrently in the bas-
soon and cellos. Both parts will later be developed independently, and at the
beginning of the recapitulation the roles of soloist and orchestra will be reversed
(flute taking the upper line, violin the lower), thus reaffirming the special nature of
this subject. Soaring lyricism, numerous double and triple stops (two and three
notes played simultaneously), opportunities for portamento (a discreet sliding from
one note to another), intense high notes and passages of virtuoso flair all mark this
concerto as custom-made for Heifetz.

The second movement is a scherzo in all but name. There is plenty of playful-
ness and “caprice,” as the performance direction indicates, and the “Neapolitan”
element is seen both in its resemblance to the tarantella (a fiery dance character-
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ized by continuous, even triplets) and the suavely gliding second theme introduced
by the soloist in parallel sixths (double stops), to be played con molto rubato (with
great rhythmic freedom). Despite the waltz-like motion, in character and melodic
profile it suggests a Neapolitan folk song. The contrasting central Trio section,
marked “Canzonetta,” opens with what sounds like it might be an English folk song,
played by the solo horn. The soloist, however, takes no notice until considerably
later, continuing at first on its merry virtuosic way until it finally takes up the sweet-
ly lyrical melody itself in the upper range.

The third movement is technically in sonata form, like the first, but its main
interest lies in how Walton combines two, and at one point even three disparate
elements so that essentially themes are accompanied by other themes. Two of
these themes are rhythmically vital, perky, dance-like in character, and one is a
long-breathed, wide-ranging (over three octaves), intensely lyrical subject for the
soloist. Towards the end the concerto’s languorous opening theme is brought back
by the solo violin, now playing in sixths. (Its accompaniment is the opening theme
of the third movement.) Both solo and orchestral writing bristle with technical diffi-
culties throughout, and Walton provides a particularly effective “rush to the finish.”

(Robert Markow)

Rachmaninoff:
Symphony No.2 in E minor, op.27

I Largo - Allegro moderato
I Allegro molto

I Adagio

IV Allegro vivace

Sergei Rachmaninoff: Born on the estate of Oneg, near Semyonovo, April 1, 1873;
died in Beverly Hills, March 28, 1943

Few symphonies written in the twentieth century achieved the fame and pop-
ularity of Rachmaninoff’s Second, composed in Dresden where the composer had
gone in 1906 to escape the demands of public life in Moscow. The hour-long work
was fully sketched by New Year’s Day of 1907. Revisions and orchestration took
place over a longer period, both back home in Russia and during a return visit to
Dresden. Rachmaninoff agreed to conduct the first performance, which took place
on January 26, 1908 in St. Petersburg. He also led the Moscow premiere a week
later, and an early American performance with the Philadelphia Orchestra in
November, 1909. In each case the audience responded enthusiastically, and the
symphony has enjoyed an unbroken run of popularity to this day. The score is ded-
icated to the composer Sergei Taneyev. Rachmaninoff himself authorized certain
cuts in performance, and the expansive nature of the work has led many conduc-
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tors to do their own editing, resulting in performances that may last anywhere from
38 minutes to over an hour. In May 2014 the manuscript score was auctioned by
Sotheby’s for £1,202,500.

Most of the melodic material of the symphony derives from a single motif,
heard in the opening bars in the somber colors of low cellos and basses. In a multi-
farious variety of guises and transformations, this “motto” haunts the entire sym-
phony in both obvious and subtle ways, thus infusing it with coherence and com-
pelling impetus. After its initial statement, the motto passes to other instruments,
eventually giving birth to a sinuous violin phrase that grows to an impressive cli-
max as it weaves its way through lushly orchestrated textures and luxuriant coun-
terpoint. The main Allegro moderato section of the movement is ushered in with a
shivering, rising figure in the strings. Violins then spin out a long, winding, aspiring
theme based on the motto. The delicate, gentle second theme, divided between
woodwinds and responding strings, also derives from the motto.

The second movement, a scherzo, is built on the motif of the Dies irae, the
medieval Gregorian chant for the dead. Four horns in unison proclaim a boldly
exuberant version of the Dies irae, which itself has its seeds in the symphony’s
motto. Two contrasting ideas of note are the warmly flowing lyrical theme for the
violins and a brilliant fugato section that demands the utmost in virtuosity from the
strings.

The Adagio movement is one of the lyric highlights of all Rachmaninoff. No
fewer than three gorgeous melodies are heard, beginning with one of the most pop-
ular ever written. Following immediately on this theme of great repose and tran-
quility comes one of the glories of the solo clarinet repertory — an extended theme
full of ardent longing. American pianist Arthur Loesser wrote in 1939 that this
music “gives off a vapor of drugged sweetness, of fatalistic melancholy.”

The enormously energetic finale too is a broadly expansive movement, begin-
ning with a boisterously robust idea that might easily conjure up the spirit of a ker-
messe (Russian carnival). This is followed by a dark, grim, march-like episode in
the seldom-used key of G-sharp minor, then by another of the composer’s most
famous themes — a magnificent, soaring affair that sweeps onward over an
expanse of more than one hundred measures. Quiet reminiscences of the first and
third movements lead to the development section. One of the symphony’s most
thrilling passages occurs in this section, where the tintinnabulating effect of St.
Petersburg’s great bells is recreated in orchestral terms — a slow accretion of
descending scales at different speeds, registers and rhythms that culminates in a
dense and spectacular swirl of notes. The recapitulation follows, and
Rachmaninoff’s longest, grandest, most expansive symphonic work ends in a verita-
ble blaze of sound.

(Robert Markow)

For a profile of Robert Markow, see page 26.
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Kazuhiro
KOIZUMI

Honorary Conductor for Life
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste
Berlin. After winning the 1st prize at Karajan International Conducting Competition in
1973, he has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Sym-
phonieorchester des Bayerischen Rundfunks, Orchestre philharmonique de Radio France,
Chicago Symphony, Boston Symphony, and Orchestre symphonique de Montréal, among
others. Currently, he serves as Honorary Conductor for Life of Tokyo Metropolitan Sym-
phony Orchestra, Honorary Music Director for Life of Kyushu Symphony, Honorary Music
Director of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmon-
ic.
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Fauré: Pelléas et Mélisande, Suite, op.80

[ Prélude BIZ=H
I La Fileuse RZHHLL
Il Sicilienne JIUTUX

IV La mort de Mélisande XUH'>VROE
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Mozart: Piano Concerto No.21 in C major, K.467

I Allegro
I Andante
I Allegro vivace assai
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Michel DALBERTO

Piano
Sz - FILRILE
7/

©Caroline Doutre
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Michel Dalberto studied with Vlado Perlemuter at Conservatoire de Paris. His career
started after winning two of the most coveted international competitions: the Clara
Haskil Prize in 1975 and the 1st Prize of the Leeds International Piano Competition in
1978. Dalberto has performed with orchestras such as Orchestre de Paris, Royal Con-
certgebouw Orchestra, Orchestre de la Suisse Romande, Wiener Symphoniker, and
Orchestra dellAccademia Nazionale di Santa Cecilia under batons of Leinsdorf, Sawal-
lisch, C. Davis, Dutoit, Temirkanov, Masur, Janowski, Slatkin, and Gardiner. His vast reper-
toire is reflected by an impressive discography with over 45 CDs on Erato, Warner, RCA,
Denon, La Dolce Volta and Aparté labels. The French Government awarded him the title
of Chevalier de I'Ordre national du Mérite in 1996.
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Program notes by Robert Markow

Fauré:
Pelléas et Mélisande, Suite, 0p.80

I Prélude

II La Fileuse

Il Sicilienne

IV La mort de Mélisande

Gabriel Fauré: Born in Pamiers, France May 12, 1845; died in Paris, November 4,
1924

Maurice Maeterlinck’s finely-wrought Symbolist drama, Pelléas et Mélisande,
set in the mists of time, was given its premiere performance in Paris on May 17,
1893. In the audience that night was Claude Debussy, who was struck by the
play’s musical possibilities, and almost immediately began work on his opera set to
Maeterlinck’s text. “An opera in search of a composer” was Edward Lockspeiser’s
description of the play.

Five years later, the famous actress Mrs. Patrick Campbell commissioned
Fauré to write some incidental music for a production in London in English.
(Debussy had been asked but declined.) Fauré had little time to fulfill this commis-
sion — less than six weeks, during which other responsibilities pressed as well. But
he managed, by drawing upon pieces he had written earlier and by assigning the
orchestration of his sketches to a Conservatoire pupil, Charles Koechlin. The com-
plete set of incidental music consisted of nine separate pieces of varying lengths.
Although Debussy’s opera was in effect finished at this time, it was not performed
until 1902, leaving Fauré’s score as the first music inspired by Maeterlinck’s drama
to be heard in public. André Messager conducted the first performance of the four-
movement suite as we know it today on December 1, 1912 in Paris, but a three-
movement suite (minus the Sicilienne) had been heard earlier, conducted by Camile
Chevillard in 1901.

Fauré’s delicate, pastel-colored music admirably evokes the veiled atmo-
sphere and mood of Maeterlinck’s play, a world of “people with strange names
[who] move like ghosts across the stage, mysterious to us and not less mysterious
to one another” (Arthur Symons). Fauré captures the flavor of this world perfectly
in the pensive, lyrical “Prélude.” Several ideas are combined, including those asso-
ciated with Mélisande, Fate and Golaud (Mélisande’s first lover), who is announced
by a distant horn call. “Fileuse” introduces Act III, where we see Mélisande at her
spinning wheel in a castle room. Again Fauré presents a magical evocation of the
gentle Mélisande, this time in an exquisite oboe solo, which unwinds over a spin-
ning accompaniment figure in the muted violins. The “Sicilienne” forms the Prelude
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to Act II, the scene where Mélisande is playing with her wedding ring (from
Golaud) and accidentally drops it into the well by which she and Pelléas are play-
ing. “La Mort de Mélisande” (The Death of Mélisande) also introduces an act - the
final one where Mélisande is seen on her deathbed. The grief expressed in the ele-
giac funeral music is restrained, yet intensely poignant and deeply felt.

Mozart:
Piano Concerto No.21 in C major, K.467

I Allegro
I Andante
Il Allegro vivace assai

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

The Concerto in C major, K. 467 is widely regarded as one of Mozart’s
crowning achievements. It was completed on March 9, 1785, and received its first
performance the following day at a benefit concert. As was the case with his other
piano concertos composed in Vienna, Mozart was the soloist, and realized another
enormous success. Like other Mozart works in C major, this concerto exudes pomp,
grandeur and a military flavor, beginning right with the first movement’s march-like
principal theme announced in the opening bars, an idea that will recur some dozen
times within the orchestral exposition alone. This spacious exposition sets a scene
of symphonic grandeur, with trumpets and timpani contributing to the martial, cere-
monious tone. Among the many notable details found here is the theme beginning
with just two notes softly intoned by horns and trumpets. A pause, then it contin-
ues with the oboes and flute, passing on to solo flute accompanied by bassoons,
then to solo oboe and bassoons. In just four bars of music Mozart has given us as
many different instrumental colors, a true “tone-color-melody” of the kind Arnold
Schoenberg was to formularize in the twentieth century.

The soloist’s entrance is delayed past the expected point of entry, while
woodwinds carry on in dialogue fashion. Rather than offering a grand opening
statement, the piano slips in gently and unobtrusively, suggesting that its role will
be primus inter pares, and that the orchestra is not about to be relegated to the
role of mere accompanist. Indeed, throughout the movement, piano and orchestra
each reserve certain material to themselves. No fewer than eight melodic ideas can
be identified in this movement extraordinarily rich in invention. Mozart left no
cadenzas for this concerto; he probably invented them on the spot for his own per-
formances.
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In the second movement, trumpets and timpani are silent. Muted strings, perva-
sive pizzicati in the low strings throbbing triplets and a divided viola section give the
movement its own special sound quality. The soloist’s entry is again long delayed;
once the piano begins, though, it plays nearly continuously for the remainder of the
movement. The orchestra henceforth maintains a mostly accompanimental role as
the soloist spins out its long-breathed cantabile in lines of ravishing beauty.

The finale is a high-spirited rondo. The opening theme goes — unusually in
this case — first to the orchestra, not the soloist. The subtle interplay of soloist and
orchestra that pervaded the first movement returns, as does the brilliant sound of
trumpets and drums.

Debussy:
La Mer - Trois esquisses symphoniques

I De I’aube a midi sur la mer (From dawn to noon on the sea)
II Jeux de vagues (Play of the waves)
I Dialogue du vent et de la mer (Dialogue of the wind and the sea)

Claude Debussy: Born in Saint Germain-en-Laye, August 22, 1862; died in Paris,
March 25, 1918

The sea has exerted an irresistible attraction on man’s mind and has been a
stimulus to his creative instincts since the dawn of the human race itself. This fasci-
nation with the sea has impelled almost countless composers and songwriters to
evoke it in their music. Debussy’s La Mer may be the best known work of this title,
but there are La Mers also by the Belgian Paul Gilson (symphonic poem), the
American Charles Griffes (two different songs with this title), and the contemporary
Ukrainian Leonid Hrabovsky (for narrator, chorus, large orchestra, organ, electric
guitar and four percussion groups). There are “Ocean” symphonies or “Sea” sym-
phonies by Vaughan Williams, Gosta Nystrom, Sheng Li-hong, Jacques Ibert, Gian
Francesco Malipiero, Hakon Borrensen and Anton Rubinstein. And there are other
works from the four corners of the earth about the seven seas: from England (Frank
Bridge’s symphonic suite) to Australia (Barry Conyngham’s ballet movement) and
from Canada (Jean Piché’s electronic La Mer a ['aube) to Russia (Glazunov’s
orchestral fantasy).

Few works so richly and evocatively portray the sea as Debussy’s contribu-
tion to this repertory. Oddly enough, though, the composition was not written any-
where near the sea, but rather in various inland locations, including the Burgundian
mountains and Paris. “You may not know that I was destined for a sailor’s life,”
Debussy wrote to his friend André Messager, “and that it was only quite by chance
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that fate led me in another direction. But I have always retained a passionate love
for the sea. You will say that the ocean does not exactly wash the Burgundian hill-
sides, and my seascapes might be studio landscapes; but I have an endless store of
memories, and to my mind they are worth more than reality, whose beauty often
deadens thought.” Thus did Debussy define the imaginative quality of his musical
Impressionism.

In La Mer, Debussy portrays the sea in its various moods, but does not
attempt explicit images in sound; rather, through sonorities he seeks to stir the
memories, emotions and imagination, permitting each listener a personal percep-
tion of the sea. The first performance took place on October 15, 1905 at the
Concerts Lamoureux in Paris, Camille Chevillard conducting. Hokusai’s famous
woodblock print, The Great Wave off Kanagawa, served as the cover for the first
edition of the score.

The first part, “From dawn to noon on the sea,” begins very quietly, with
slow, mysterious murmuring. Through sonority itself, Debussy evokes the sensation
of peering into the very depths of the dark, mysterious sea. As the sea awakens, the
orchestral colors brighten and motion quickens. The music swings into a rocking
6/8 meter, and we hear a leisurely call from the muted horns. A mosaic of melodic
fragments fills the music in constantly changing sonorities. One of these is heard in
the divisi cellos, and is developed into an impressive climax. After subsiding, a new
melodic idea, a noble chorale-like passage, appears and slowly grows to paint a
majestic picture of the sea under the blazing noonday sun.

“Play of the waves” is full of sparkle and animation. Like the first sea picture,
melodic fragments are developed in an ever-changing mosaic of orchestral hues.
The range and delicacy of Debussy’s scoring fascinate at every turn; even the mere
“ping” of the triangle has evocative power. Debussy’s biographer Oscar Thompson
describes this music as “a world of sheer fantasy, of strange visions and eerie voic-
es, a mirage of sight and equally a mirage of sound. On the sea’s vast stage is pre-
sented trance-like phantasmagoria so evanescent and fugitive that it leaves behind
only the vagueness of a dream.”

The final seascape, “Dialogue of the wind and the sea,” opens restless, gray,
and stormy, the music suggesting the mighty surging and swelling of the water.
Melodic fragments from the first movement return. The activity subsides, and out of
the mists comes a haunting, distant call, like that of the sirens, perhaps, high in the
woodwinds. The music again gathers energy. Finally we hear once more the gran-
diose chorale motif from the first sea picture, and La Mer ends in a great spray of
sea water surging through the orchestra to spectacular effect.

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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Eliahu Inbal was born in Jerusalem in 1936. He held numerous chief posts with orches-
tras such as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Ber-
lin, Teatro la Fenice di Venezia, and Czech Philharmonic. He was appointed Conductor
Laureate of Tokyo Metropolitan Symphony Orchestra in 2014. Many CDs of live perfor-
mances by Inbal and TMSO are winning great acclaim. He was decorated by French and
German Governments, and by the cities of Frankfurt and Wien.
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[50th Anniversary of death of Shostakovich]
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Grigory SHKARUPA

Bass

JUIU—-vahlbN
NZ

©Daniil Rabovsky
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Grigory Shkarupa was born in St. Petersburg in 1989. He studied at St. Petersburg State
Conservatory. He was a prizewinner at the Elena Obraztsova International Competition of
Young Singers in St. Petersburg and the Shalyapin International Competition in Yalta,
among others. At the age of 19, Shkarupa made his debut at Mariinsky Theatre. In Octo-
ber of 2010, he became a member of Young Artists Program at Bolshoi Theatre. In 2013,
Shkarupa became a member of Internationales Opernstudio at Staatsoper Unter den Lin-
den. He has been a member of Staatsoper Unter den Linden since September 2015. He
has performed in Nabucco, Rigoletto, Il Trovatore, La Traviata, Un Ballo in Maschera, Don
Carlo, Cosi fan tutte, Don Giovanni, Die Zauberfléte, Barbiere di Siviglia, Tannhduser, Ari-
adne auf Naxos, Aufstieg und Fall der Stadt Mahagonny, Lulu, Carmen, Les Troyens, Boris
Godunov, and many others.
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Estonian National Male Choir was founded in 1944 by Estonian choral conductor and
composer Gustav Ernesaks. The Choir frequently records for Estonian National Broad-
casting and has collaborated with such labels as Deutsche Grammophon and Sony. In

2004 the Choir was awarded the Grammy award, first for Estonia. Starting from 2011/12
season the Choir is led by Chief Conductor and Artistic Director Mikk Uleoja.

Mikk ULEOJA

Chorus Master
=wvJ -JULFY
BIgEE

OfF #

IRSZFPERETHTZI—FE, BRELREZET. INFTINYM—RERGIEH
BrOH—UHERIVY - NEIEHTEREEERESE. IANIF - J(IUN\—EZ—ZEREIE
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Mikk Uleoja graduated from Estonian Academy of Music and completed his Master’s
Degree at the same academy. He has been Chief Conductor of chamber choir Mattone
and Kaarli Church Concert Choir. He worked as Chorus Master of Estonian Philharmonic
Chamber Choir. Since 2011/12 season, Uleoja is Chief Conductor and Artistic Director of
Estonian National Male Choir.
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Program notes by Robert Markow

Rachmaninoff:
The Isle of the Dead, 0p.29

Sergei Rachmaninoff: Born on the estate of Oneg, near Semyonovo, 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 left five versions of the painting
(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 river 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 authorities maintain
it was Ponza, largest of the Pontine Islands in the Tyrrhenian Sea), but, as biogra-
pher Patrick Piggott observes, “the suggestive power of Rachmaninoff’s music car-
ries 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 com-
posed in 1909 and first performed on May 1 of that year in Moscow with the com-
poser 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 pervasive 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 lopsided 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” 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.
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Shostakovich:
Symphony No.13 in B-flat minor, op.113, “Babi Yar”

I Babi Yar: Adagio

II Humor: Allegretto
II 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 occasionally 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” con-
cerns the sensitive issue of oppressed Jewry in Russia as seen through the memory
of the Nazi atrocity that occurred outside Kiev (Kyiv) in September, 1941. As a
reprisal for the deaths of several hundred Germans stationed in Kiev (Kyiv), 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 premiere,
which took place at the Moscow Conservatory on December 18, 1962. Khrushchev
had advised Shostakovich to cancel the performance, but emboldened by the cul-
tural thaw and by his own defiant attitude, the composer 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 struggle 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 crucial element of the score — vital carriers of
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information — and Shostakovich has taken care to make every word clearly audi-
ble. 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 writ-
ing is, aside from some terrifying climaxes, for the most part spare, allowing 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 horns and trumpets play an anguish-laden motif punc-
tuated 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 recur-
ring 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 forbid-
ding 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 portrays “Humor” as a resil-
ient and indestructible personification, incapable of being seized, commanded,
oppressed, bought or killed.

The third movement ( “At the Store” ) plunges again into some of the bleak-
est, blackest music Shostakovich ever wrote. The text pays tribute to the stolid,
noble, long-suffering Russian women who endure all. Most poignant is the portray-
al 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 con-
veys 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, beginning
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 26.
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