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Since his debut with NHK Symphony at the age of 22, Naoto Otomo has led the highly
competitive music scene of Japan. He currently serves as Honorary Guest Conductor at
Tokyo Symphony, Conductor Laureate of Kyoto Symphony, Music Director at Ryukyu
Symphony (Okinawa), Artistic Director of Takasaki City Theatre, and Music Adviser at
Seto Philharmonic, and previously held the posts of Principal Conductor/Music Director
at Japan Philharmonic, Tokyo, Kyoto and Gunma Symphony Orchestras and Osaka Phil-
harmonic. Otomo has appeared repeatedly with Royal Stockholm Philharmonic, National
Symphony Orchestra of Romania, Indianapolis Symphony, and Hawaii Symphony. Well-
known for his wide repertoire ranging from classical to contemporary works, Otomo has
premiered numerous new works, conducting especially the first performances in Japan
of several pieces by James MacMillan and the opera A Flowering Tree by John Adams.
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Sat. 8 March 2025, 14:00 at Chofu Green Hall

518 @ ARE Naoto OTOMO, Conductor
14U @ HEERHF Mayuko KAMIO, Violin
IV~ — @ LLUARE Tomoshige YAMAMOTO, Concertmaster

INUD R I7A AU 555 opa7 629
Sibelius: Violin Concerto in D minor, op.47

[ Allegro moderato
I Adagio di molto
I Allegro ma non tanto

AE8 / Intermission (20 43)

INRUD A RERE Q& “KEH op43 w3
Sibelius: Symphony No.2 in D major, op.43

[ Allegretto

I Tempo andante, ma rubato

I Vivacissimo
IV Finale: Allegro moderato
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Mayuko KAMIO

Violin
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IrAFUY

©Makoto Kamiya
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Mayuko Kamio, the gold medalist of the 2007 International Tchaikovsky Competition, is
widely praised for her luxurious silken tone, long expressive phrasing and virtuoso tech-
nique. The New York Times has called Kamio “an exciting young musician” and “a radiant
talent”. She has appeared as soloist with orchestras including Tonhalle-Orchester Zurich,
Bayerisches Staatsorchester, National Philharmonic of Russia, BBC Symphony, Minchner
Philharmoniker, and Israel Philharmonic. In October 2020, she released a new recording
of “J. S. Bach: Partitas for Solo Violin”. Kamio studied with Chikako Satoya, Machie Oguri,
Chihiro Kudo, Koichiro Harada, Dorothy Delay, Masao Kawasaki, and Zakhar Bron. She
plays a Stradivarius “Rubinoff” made in 1731 on loan from Munetsugu Collection. She is a
professor at Tokyo College of Music.
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Program notes by Robert Markow

Sibelius:
Violin Concerto in D minor, op.47

I Allegro moderato
I Adagio di molto
Il Allegro ma non tanto

Jean Sibelius: Born in Hameenlinna (Tavastehus), Finland, December 8, 1865; died
in Jarvenpdda (near Helsinki), September 20, 1957

In 1902, the German violinist Willy Burmester asked Sibelius to write him a
concerto. When Sibelius sent him the piano reduction of the first two movements in
September of 1903, Burmester was enthusiastic and suggested the premiere be
given in Berlin in March of 1904. But Sibelius had other ideas. Due to strained
financial circumstances, he wanted the concerto performed as soon as possible,
and secretly asked another violinist to give the premiere in Helsinki at an earlier
date. What Sibelius got in the end was a far inferior soloist (a local teacher named
Viktor Novacek, who never did learn the concerto properly), a cool reception at the
premiere (February 8, 1904), mostly negative reviews in the press, and the justifi-
able resentment of Burmester.

Following the premiere, the concerto was put aside for over a year until
Sibelius got around to revising it. He toned down some of the overtly virtuosic pas-
sages, tightened the structure of the outer movements and altered the orchestration
of numerous passages. The revisions amount to far more than mere window dress-
ing, and the results are fascinating to compare with the original.

On October 19, 1905, the concerto received its premiere in the final form in
Berlin, with Karl Halir as soloist and none other than Richard Strauss on the podi-
um. Shortly afterwards, Sibelius’ friend Rosa Newmarch told him that “in fifty years’
time, your concerto will be as much a classic as those of Beethoven, Brahms and
Tchaikovsky.” How right she was!

Sibelius’ affinity for the violin stemmed from his youth, when he aspired to
become a great violinist. “My tragedy,” he wrote, “was that I wanted to be a cele-
brated violinist at any price. From the age of fifteen, I played my violin for ten
years, practicing from morning to night. I hated pen and ink. -~ My preference for
the violin lasted quite long, and it was a very painful awakening when I had to
admit that [ had begun my training for the exacting career of an eminent performer
too late.” His very first composition (Vattendroppar), written at the age of eight or
nine, was a piece for violin and cello. Although he left just one violin concerto, he
also composed numerous short pieces for the instrument, mostly with piano.

The solo part is one of the most difficult in the entire repertory. Virtuosic pas-
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sages abound, but they are welded to disciplined musical thought; there is no
empty display material here. The orchestral writing bears much evidence of
Sibelius’ deep interest in this medium, and serves a far greater purpose than a mere
backdrop for the soloist. Dark, somber colors predominate, as is this composer’s
tendency, lending an air of passionate urgency to the music. Note particularly the
third theme in B-flat minor in the first movement, played by the unison violins, or
the second theme of the Finale, again played by the violins, with its interplay of
6/8 and 3/4 meters.

Attention to the formalities of sonata form is largely avoided in favor of origi-
nality of thought. In the first movement, there is no development section as such;
instead, each of the three main themes is fully elaborated and developed upon ini-
tial presentation. A cadenza occurs at the point where a full development would
normally stand, followed by a recapitulation of the three themes, each of which is
subjected to further expansion. In the Adagio movement, Sibelius contrasts the
long, dreamy and reflective opening theme with a turbulent and darkly passionate
section in the minor mode. The finale, in rondo form, calls to the fore the full tech-
nical prowess of the soloist. Energetic rthythms suggestive of the polonaise and
gypsy dances offer further elements of excitement to this exuberant movement.

Sibelius:
Symphony No.2 in D major, op.43

I Allegretto

I Tempo andante, ma rubato
Il Vivacissimo

IV Finale: Allegro moderato

Sibelius composed his Second Symphony — the most frequently performed of
the composer’s seven symphonies and the longest as well by a good margin —
mostly in Italy during the spring of 1901. The first performance took place the fol-
lowing year on March 8 with the Helsinki Philharmonic, Sibelius conducting. This
symphony stands proudly as one of the most magnificent creations in the orchestral
repertory. Its success and popularity can be attributed to tensions arising from
opposing elements of the score, the contrasts of mood, the continuous control of
pace, the fusion of its component parts into an organic whole, and the vast sweep
of its trajectory from humble beginnings to mighty apotheosis.

The first movement opens with softly throbbing chords in the lower strings.
This and several motifs heard in rapid succession make up the first theme group.
Sibelius is concerned not so much with long, broadly-arched themes as he is with
arranging small fragments into a coherent whole as the movement unfolds. A sec-
ond, contrasting group begins with an oboe solo consisting of a sustained note fol-

3/8 Chofu

11



12

3/8 Chofu

lowed by a flourish at the end. The commentaries of numerous distinguished musi-
cal analysts differ widely in their interpretation of this movement’s form; perhaps it
is best simply to let Sibelius’ own comment serve to work on a subliminal level. He
once described the symphonic process as follows: “It is as if the Almighty had
thrown down pieces of a mosaic from Heaven’s floor and asked me to put them
together.” The listener might also consider how often the three-note rising figure of
the very opening motif is integrated, in both the ascending and descending forms,
into most of the other motifs as well.

The second movement is drawn in somber colors. A chant-like theme given
initially to two bassoons in octaves over a pizzicato bass accompaniment is
answered by a complementary theme for oboes and clarinets. Among the many
themes and fragments Sibelius uses in this movement is a highly characteristic
effect consisting of a loud chord (often in the brass) which diminishes in strength
and ends with a mighty crescendo to even greater volume than before.

The Scherzo might best be described as a whirling blizzard of sound. The
central Trio section provides the greatest possible contrast in its idyllic, pastoral
melody sung by the oboe. The furious Scherzo is then repeated in modified form,
followed by a return of the Trio, now shortened, which acts as an extended bridge
passage to the Finale. As in Beethoven’s Fifth, the third and fourth movements are
directly connected, with the Finale’s majestic, chorale-like first theme arising from
transitional material connecting the movements. Sibelius covers much emotional
territory in this movement. In contrast to the optimistic, affirmative opening, a dis-
tinct mood of gloomy turbulence is created at several points by darkly swirling osti-
natos in the lower strings. Resolution, triumph and glory inform the massive final
pages of the symphony as the brass intone the magnificent chorale theme for the
last time.

For a profile of Robert Markow, see page 41.
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Kazushi ONO

Music Director
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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra,
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. Ono was formerly General Music Director of Badisches Staatstheater
Karlsruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filar-
monica Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music
Director of Barcelona Symphony.
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Fri. 14 March 2025, 19:00 at Tokyo Bunka Kaikan

EE @ j(@%ﬂ]i Kazushi ONO, Conductor
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Jérg Widmann: Horn Concerto (2024)

[Co-commissioned by Berliner Philharmoniker, Tokyo Metropolitan Symphony
Orchestra, Brussels Philharmonic, Luzerner Sinfonieorchester, Stavanger Symphony
Orchestra, Swedish Radio Symphony Orchestra. Japan Premiere]

I Traumbild 20z
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VI Vorahnung TRk

VI Finale T4 =L

{AE8 / Intermission (20 %))

FrA ATA+—  REMFEOH OEHE op.74 (FRiB) w»

Tchaikovsky: Symphony No.6 in B minor, op.74, Pathétique

[ Adagio - Allegro non troppo
I Allegro con grazia

I Allegro molto vivace

IV Finale: Adagio lamentoso

FE | REMEAEARREREXL
&R RRE. RRBHUBZER

@:: UL AR M S
B - 2 @OTNSRORESR LWENEIY) )
2 Te s MITHEABASILRRS

BRI EANRRBIEPEDRKB T,

3/14 A Series

15



3/14 A Series

Stefan DOHR

Horn
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Stefan Dohr — praised for his “thundering tone that resounds valley-wide” — is a leading
figure in the horn scene as a soloist, chamber musician, and principal horn of Berliner
Philharmoniker. His virtuosity and passion for new music have inspired composers to
expand the horn’s possibilities. Dohr studied in Essen and Cologne and had served as
principal horn with Frankfurter Opern- und Museumsorchester, Orchestre Philharmonique
de Nice, and Deutsches Symphonie-Orchester Berlin before joining Berliner Philharmoni-
ker in 1993. He has performed with orchestras like Los Angeles Philharmonic and NHK
Symphony, collaborating with renowned conductors including Claudio Abbado, Daniel
Barenboim, and Simon Rattle. Dohr has premiered horn concertos by Herbert Willi
(2008), Toshio Hosokawa (2011), and Hans Abrahamsen (2020). He collaborates with
artists like Maurizio Pollini, Kirill Gerstein, and Guy Braunstein. Dohr also teaches at Kara-
jan Academy and is a visiting professor at several institutions.
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Jorg Widmann:
Horn Concerto (2024)

It has been a long-standing dream of mine to write a horn concerto one day.
I have loved the horn since my earliest youth. In Stefan Dohr I have found the
ideal horn player to realise this dream. In many conversations and sessions with
him, I was able to delve even deeper than before into the peculiarities and charac-
teristics of the horn’s sound.

The result is a 7-movement horn concerto lasting almost 40 minutes. The
number seven has become a central number for me, at least since my Babylon
opera. After the introductory Traumbild (dream picture), the second movement
Andantino grazioso is characterised by my admiration for the music of Carl Maria
von Weber - I lovingly circle and vary a theme from his Horn Concertino. In its
exaggerated virtuosity, both for the horn and the orchestra, the third movement
Scherzo a la surprise has a (deceptive) final character in itself. The emotional cen-
trepiece, however, is the Adagietto, a movement for solo horn alone with strings,
harp and celesta. In the fifth movement, Zwischenwelt (Intermediate World), the
orchestra takes control of the action in dense clusters of sound until the movement
sinks into alienated harmonic structures and fanfare gestures in sounds of noise
and air. The enigmatic sixth movement Vorahnung (Premonition) is followed by
one of the few genuine Finales I have written. Here, the attempt is made to bring
together and concentrate elements from all the preceding movements and organi-
cally lead them into a condensation of the simultaneously dark and abysmal and
exuberantly light.

(Jorg Widmann, in May 2024)

Jorg Widmann

Clarinetist, composer, and conductor Jérg Widmann is one
of the most versatile and intriguing artists of his generation. He
was born in Munich in 1973.

His chamber music performances include concerts with
long-standing chamber music partners such as Barenboim,
Kozhukhin, and Hagen Quartet at Philharmonie Essen, Pierre ¥ ~
Boulez Saal Berlin, and Wiener Konzerthaus amongst others. ©Marco Borggreve
Continuing his intense activities as a conductor, Widmann performs with National
Symphony Orchestra Taiwan, Mozarteumorchester Salzburg, as Visiting Composer
with Orquestra Sinfénica do Estado de Sdo Paulo, Finnish Radio Symphony and
Orchestra Philharmonique de Radio France.

Widmann studied clarinet with Gerd Starke in Munich and Charles Neidich at
Juilliard School. He performs regularly with orchestras, such as
Gewandhausorchester Leipzig, Orchestre National de France, Tonhalle Orchester
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Zurich, Orchestre symphonique de Montréal, Wiener Philharmoniker, and
Symphonieorchester des Bayerischen Rundfunks. He gave the world premiere of
Mark Andre’s Clarinet Concerto tiber in 2015. Other clarinet concerti dedicated to
and written for him include Wolfgang Rihm’s Musik fiir Klarinette und Orchester
(1999) and Aribert Reimann’s Cantus (2006).

Widmann studied composition with Kay Westermann, Wilfried Hiller and
Wolfgang Rihm. His compositions are performed regularly by conductors such as
Barenboim, Harding, Gergiev, Kent Nagano, Thielemann, Jansons, Nelsons and
Rattle and premiered by orchestras such as Wiener and Berliner Philharmoniker,
New York Philharmonic, Orchestre de Paris and many others. Am Anfang was pre-
miered in 2009 as part of the 20th anniversary of the Opéra Bastille. Welser-Most
and Cleveland Orchestra gave the world premiere of Flute Concerto, Fliite en suite
in 2011. His opera Babylon was premiered in 2012/13 at Bayerische Staatsoper.
2021/22 season sees the world premiere of trumpet concerto Towards Paradise
(Labyrinth VI), commissioned by Gewandhausorchester Leipzig and Boston
Symphony.

Widmann is professor for composition at the Barenboim-Said Academy,
Berlin. He will be in Japan to serve as a juror for the 2026 Toru Takemitsu
Composition Award (Tokyo Opera City).

Tchaikovsky:
Symphony No.6 in B minor, op.74, Pathétique

I Adagio - Allegro non troppo
I Allegro con grazia

I Allegro molto vivace

IV Finale: Adagio lamentoso

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St. Petersburg,
November 6, 1893

Tchaikovsky began working on his last symphony in February of 1893, and
conducted the first performance on October 28 in St. Petersburg. It was only mildly
successful, due to a puzzling Adagio finale that ended softly, an indifferent orches-
tra, and the composer’s consequent lack of enthusiastic leadership. Nevertheless,
he felt that it was “the best and especially the most sincere of my works. I love it as
I have never loved any of my other musical creations.”

Much conjecture has surrounded the “program” of Tchaikovsky’s Sixth
Symphony. He initially called the work Program Symphony, but then decided that
with no declared program to go with it, the title was a contradiction in terms. He
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then considered calling it the “Tragic,” but when his brother Modeste suggested
“patetichesky,” the composer exclaimed, “Excellent, Modya, bravo, patetichesky!”
The word was inscribed immediately on the score’s title page and taken to the pub-
lisher Jurgenson. One day later, the composer had a change of heart and asked
Jurgenson to remove the word “if it’s not too late.” But Jurgenson, no doubt with an
eye towards sales from a catchy title, let the work go out as “Symphonie pathé-
tique,” and as such the name has stuck. The word pathétique, incidentally, derives
from the Greek patheticos, and has a different flavor than in most modern English
and French contexts, where it usually implies inadequacy and pity, as in “a pathetic
attempt.” In Russian, the word patetichesky refers to something passionate, emo-
tional, and, as in the original Greek, having overtones of suffering.

The introductory bassoon solo, which crawls slowly through the murky
depths of the orchestra, becomes the melodic material for the Allegro section’s
principal theme. The second theme, presented by the violins, is probably the most
memorable of the entire work — haunting in its beauty, poignancy and sad lyricism.

The second movement is the famous “broken-backed waltz,” limping yet
graceful, in 5/4 meter. A Trio section in the middle, also in 5/4, is noteworthy for
the steady, pulsing notes in the bassoons, double basses and timpani.

The third movement combines elements of a light scherzo with a heavy
march. So festive and exuberant does the march become that one is tempted to
stand and cheer at the end, making all the more effective the anguished cry that
opens the finale.

The finale’s infinitely warm and tender second theme in D major works itself
into a brilliant climax and crashes in a tumultuous descent of scales in the strings.
The first theme returns in continuously rising peaks of intensity, agitation and dra-
matic conflict. Finally the energy is spent, the sense of struggle subsides, and a sol-
emn trombone chorale leads into the return of the movement’s second theme, no
longer in D major but in B minor — dark, dolorous, weighted down in inexpressible
grief and resignation. The underlying heart throb of double basses eventually ceas-
es, and the symphony dies away into blackness ... nothingness.

(Robert Markow)
For a profile of Robert Markow, see page 41.
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Killian

FARRELL

Conductor

FUP>T7UIL
1518

©Andrew Bogard

A ZVT MBI ERBEBERDDFUTY - TrUIIE. TU—XVBREE—h
RIVRARI—=ELTHFrUT =D, [BEIP IV ITHVT U—L[v—2T -],
NFomngEt) TAYVIVRIBDIINZAKAN] [ZILF—F] TIWFILAL [T4F7UF]
BREEEEBURE, ®IFFE. VakowbHIVMNIIA RSDE—HRILTA T —DFED.
EUFITILTy [FIWTxA] 2FOTT4LT [3DDF L VINDE] REEEBUI,
WEGCYIN—F—/S— - RURT Y. SA - RAY - ARG, PAILSVRELA RS,
NIV s A=z - F—/IN—, FSVITEUARTBREICEE, FeT7IVAI—8&.
TAINWTVRENE, TUVEIE, FAILSVRENEREEHAE,

TAIWSUR - ITUVEE, DITBREBERIERCTER. 7/, FILAVEZD. 97
UY-bZF 4 - HLwITEERZEBEY, 2019FCIVTIVDYR-Za—IvT -9 —
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Killian Farrell, Generalmusikdirektor of Staatstheater Meiningen, began his career at The-
ater Bremen, serving as First Kapellmeister and conducting a range of repertoire includ-
ing Die Zauberflote and Wolfgang Rihm’s Jakob Lenz, alongside performances of Der
Rosenkavalier, Lady Macbeth of Mtsensk, Alcina, Rusalka, and Fidelio, among others. He
also held the position of First Kapellmeister at Staatsoper Stuttgart, where he conducted
a wide range of repertoire including Monteverdi’s Orfeo and Prokofiev’s The Love for
Three Oranges. Recent and upcoming performances in the opera house have brought
him to Semperoper Dresden, Deutsche Oper am Rhein, Irish National Opera, Komische
Oper Berlin, and Dutch National Opera, and concert engagements with Ulster Orchestra,
RTE National Symphony, National Symphony Orchestra Dublin, and Irish Chamber
Orchestra. Farrell comes from Dublin, Ireland. He studied conducting, piano and organ at
the DIT Conservatory of Music and Drama and read musicology at Trinity College Dublin.
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Promenade Concert No.411

S | YYRU—h—L
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Thu. 20 March 2025, 14:00 at Suntory Hall

1512 @ F+1J)7>/-TJ7L/JU Kilian FARRELL, Conductor
IrAAU @ NI Z2/)NA )L/ Benjamin BEILMAN, Violin
VY- 29— @ KERESL Tatsuya YABE, Concertmaster

RIVTH—R  PAI)VSURIEFHE 18 5 op.78 039

Stanford: Irish Rhapsody No.1 in D minor, op.78

)L )V 7oA AU AREE — K3 op35 259

Korngold: Violin Concerto in D major, op.35

I Moderato nobile
I Romance: Andante
Il Finale: Allegro assai vivace

K& / Intermission (20 %)

SOUNZ T I RRERFRE opas 49)
Rachmaninoff: Symphonic Dances, op.45

I Non allegro

I Andante con moto (Tempo di valse)

Il Lento assai - Allegro vivace

FE | REAEAANRREZERL
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K ICTF =
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Benjamin BEILMAN

Violin
RNVIvIV - NAILY
IrAFIY

. ©Sophiezhai

1989F4FEN, VHINBRERERT. N—TAABERTFIAYT - A7 T4T7 &N
XS TJSVIICHIE, Z0D%. JOYRNT - PHAFEI—TIURTAT Y - TVYSTD
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VUZNEUTEBNRFvUPERYI - EE e, 2024/259—X V(& FUIL - Rh
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AF, A5A - IPIF /N FRE - IPVANSDIEET, J45TIVIT«4TE. 75
VI TIVNBEEE (hrg), OVRY - T4l Fa—Uvk - b=UNUVEBEEE, Dr
TEFZHR—IU. NIV - T4)VN—FZ—, PLARTIVS L - AVEIVMRDIRETY
HA9ILETIED. ¥—IUROBRR, I 007V ABEZR, Jr)lEIEHE
TIRECHEBLTWND, 2022F(CH—T 4 AEERDEIR ICER NI,

{FRXEFEASEHEFREDI1 740ERT 7L - FIU - I R[4 A ],

HEEL(F2023F 2R LER2EB DA,

Benjamin Beilman studied at Curtis Institute of Music with Ida Kavafian and Pamela
Frank, and at Kronberg Academy with Christian Tetzlaff. In past seasons, he has per-
formed with orchestras including Berliner Philharmoniker, Chicago Symphony, Philadel-
phia Orchestra, Frankfurt Radio Symphony, London Philharmonic, and Tonhalle-Orchester
Zurich. Conductors with whom he works include Yannick Nézet-Séguin, Lahav Shani,
Krzysztof Urbanski, Juraj Valcuha, and Osmo Vanska. In recital and chamber music, Beil-
man performs regularly at major halls including Wigmore Hall, Berlin Philharmonie, Con-
certgebouw (Amsterdam), and at festivals including Marlboro, Aix-en-Provence, and Ver-
bier amongst others. In 2022, Beilman became one of the youngest artists to be appoint-
ed to the faculty of Curtis Institute of Music. He plays the “Ysaye” Guarneri del Gesu from
1740, generously on loan from Nippon Music Foundation.
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Program notes by Robert Markow

Stanford:
Irish Rhapsody No. 1 in D minor, op.78

(Sir) Charles Villiers Stanford: Born in Dublin, September 30, 1852; died in London,
March 29, 1924

Charles Villiers Stanford was one of the leading lights on the British musical
scene of the late nineteenth and early twentieth centuries. His catalogue of over
two hundred compositions includes ten operas, eight string quartets, seven sym-
phonies, six Irish Rhapsodies, three piano concertos and, most importantly, much
Anglican liturgical music. Of the many Irish-influenced works, both vocal and
instrumental, his Third Symphony (Irish) of 1887 is one of the best-known, and
helped spread Stanford’s name around the world. Stanford was also active as an
organist (especially at Trinity College) and conductor.

But it was as a teacher that Stanford exerted his most lasting influence. In
1883 he joined the faculty of the newly-formed Royal College of Music. He also
taught at Cambridge University from 1887 onwards. His most important students
include Frank Bridge, George Butterworth, John Ireland and Ralph Vaughan
Williams.

“Stanford’s most eloquent expression of his Irish identity --- found voice in his
six Irish Rhapsodies,” writes biographer Jeremy Dibble. “In these works --- his skills
as arranger, orchestrator and symphonist are most effectively synthesized, yielding
movements of structural imagination and genuine symphonic thinking.” Dibble calls
No. 4 “arguably Stanford’s finest orchestral achievement,” but No. 1 has proven to
be the most popular.

Rhapsody No. 1 was first heard at the Norwich Festival in 1902, the year
Stanford was knighted. It quickly became so popular that the composer expressed
some regret he had written it at all, much as Rachmaninoff did with his Prelude in
C-sharp minor and Stravinsky with his Firebird. The general idea of a musical
“rhapsody” is usually a freely-unfolding form, but in fact this one, like the others by
Stanford, reveals a tightly-knit, coherent structure. Two traditional Irish folk songs
provide the musical substance for this 14-minute work. The first, a battle song
called “Leatherbags Donnell” (announced by woodwinds after a brief introduction)
is extensively developed in the opening allegro section, which is characterized by
vigorous rhythmic activity and pounding timpani. The second is “Elmer’s Farewell
to Cuchcullin,” better known as “Londonderry Air” or “Danny Boy,” first heard in
the cellos. Elaboration of this tune constitutes the central, quieter, more lyrical epi-
sode of the Rhapsody, where the harp, hitherto unused, has a prominent role. The
first tune eventually returns, then the second, then both combined, and the
Rhapsody ends in high spirits.
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Korngold:
Violin Concerto in D major, op.35

I Moderato nobile
I Romance: Andante
II Finale: Allegro assai vivace

Erich Wolfgang Korngold: Born in Briinn, Moravia (today Brno, Czech Republic),
May 29, 1897; died in Hollywood, California, November 29, 1957

The decade from the mid-nineteen-thirties to the mid-forties saw Erich
Wolfgang Korngold (he took his middle name in honor of Mozart) in Hollywood,
turning out film scores to such classics as The Adventures of Robin Hood, Kings
Row, Captain Blood and The Sea Hawk, among others. He became the first com-
poser of international stature to hold a contract with a movie studio (Warner), and
millions of movie-goers have thrilled to his brash, swashbuckling themes, to sump-
tuously scored love music and to grandly heroic evocations of historical pageantry.
The film connection is entirely relevant to Korngold’s Violin Concerto, as most of
its principal themes are drawn from his film scores. It was begun as far back as
1937 but was set aside and not completed until 1945, at the urging of violinist
Bronislaw Huberman, who evidently expected to give the world premiere. But the
honor went to Jascha Heifetz instead, on February 15, 1947, with Vladimir
Golschmann conducting the St. Louis Symphony Orchestra. Heifetz’ 1953 recording
of the concerto is still regarded as one of the jewels in the crown of the violinist’s
discography.

The concerto is pure romanticism all the way, and the soloist is seldom out of
the spotlight. The long opening theme, which spans two octaves in the first five
notes alone, comes from the film score for Another Dawn (1937). An equally
expansive second theme derives from Judrez (1939). Anthony Adverse (1936) is
the source of the principal theme of the second movement, while the contrasting
middle section, marked misterioso, is newly minted. Musicologist David Wright
describes the latter passage as “a polytonal fantasy whose exotic scoring includes
muted solo violin and celesta, wandering through a dream landscape.” The jaunty,
propulsive Finale, based on the principal theme from The Prince and the Pauper
(1937), takes the soloist through the kind of daredevil displays that stir audiences —
both in movie houses and in concert halls - to spontaneous eruptions of cheers and
hurrahs.

3/20 Promenade

39



40

3/20 Promenade

Rachmaninoff:
Symphonic Dances, op.45

I Non allegro
I Andante con moto (Tempo di valse)
I Lento assai - Allegro vivace

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

Rachmaninoff wrote his last composition in a surge of creative inspiration
while recuperating from an illness at his summer home near Huntington, Long
Island. On August 21, 1940, he wrote to Eugene Ormandy, conductor of the
Philadelphia Orchestra: “Last week I finished a new symphonic piece, which I natu-
rally want to give first to you and your orchestra. It is called Fantastic Dances. I
shall now begin the orchestration.” Rachmaninoff had enjoyed a long and fruitful
relationship with the Philadelphia Orchestra, so it was only natural that he offer
this superb ensemble the honor of the world premiere, which took place on January
3, 1941. The original title, later changed, was probably given in memory of
Shostakovich’s work of the same title for solo piano.

Exceptionally brilliant orchestration contributes significantly to making the
Symphonic Dances one of the finest scores in Rachmaninoff’s catalogue.
Nevertheless, it should be noted that he also prepared a two-piano version of the
score that, in its own medium, is as masterly as the full orchestral work. The com-
poser enjoyed playing this privately with his friend and neighbor in New York,
Vladimir Horowitz. The care Rachmaninoff lavished on the orchestration can be
seen in his taking the trouble to consult Robert Russell Bennett about the use of the
saxophone, which Rachmaninoff used for the first and only time in this work. To an
otherwise normal-sized orchestra, the composer also added a large number of per-
cussion instruments that shine, glisten and tinkle: glockenspiel, xylophone, piano,
harp, chimes, triangle, tambourine, and cymbals.

The first movement is characterized by vigorous rhythmic drive and a theme
built from a tiny, three-note motif announced first by the English horn and followed
immediately by clarinet, then bassoon. The pervasive use of this three-note motif,
which is found in nearly every measure of the opening and closing sections of the
movement, calls to mind Beethoven’s use of a four-note motif in the first movement
of his Fifth Symphony. The central lyrical section features the solo saxophone in an
expressive melody reminiscent of a Russian folk song. Near the end of the move-
ment we hear another new theme, this one warmly consoling and played by violins
and cellos. The theme actually evokes a poignant autobiographical memory, as it is
derived from a theme in the composer’s First Symphony, written nearly half a cen-
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tury earlier.

Sinister harmonies from the brass introduce the second movement, an uneasy,
mysterious waltz tinged with nostalgia and melancholy. On and on the music
swirls, becoming increasingly energetic, gyrating passionately.

The final movement too opens with mysterious, ominous mutterings and rum-
blings, but soon launches into a rousing, masterly scored movement full of fantastic
images, rhythmic excitement and tintinnabulation from the percussion department.
The music winds down for a somber central section full of haunting, spectral
sounds and evocations of lost worlds. The Symphonic Dances end in a blaze of
colors that bring to mind some of the most memorable pages of Ravel and Rimsky-
Korsakov.

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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Junichi HIROKAMI

Conductor

RREFN. BEGERICET /SEHZSE. 2. BXEEITIIEZZS, RREX
AFIEERIZREE, 19844, £1@+FUIL- AVRSY VERSFEEEEZE IV I—ILTERE.
LISk, DZVAEUE. NVUUBGERE, 4 Yqb - FOrVNNDRAE, O4 V)b -
AVEILVIARDE, =5/ - JaBuR-J)LF (&, OVRVE, O—VE Y0
SRFILTIWT « T4 AZXASIIV - Ta)b. BEVMNIA—)VERENEE, EBNTIEE
EZHOF -7 ANSZIFUS, AhD - R - F—UANS, KEEREICUTD
BHINTWND, CNFTIC/—ILyatty &, UVTIVIE, OAVIL-UD7 =)L T«
JVDIRANEREE, KETEOOV/NAESREEFRDI,

FRTTRFYRZ—FEBICHBITDTTIILT« [REERER] [UILvh a<FHES
NnNleo=RYIVIC, TIbvd, E=Y7PILEDS P vF—=, SSICAR/NIUR - TUKRT[7
A FIT—IVIOBERYEE TBILWVL/ N—)—ZRIHICENT WS,

2008 FE KW RETEIIBBEEFEMEERI/REEFESD. 201 5F(CAFEEBICY VR —
BREEZE, RE. 7 —YT AN - P VISR —FT4 ATV - U—9— H
KT TUVR-AT - JPO (EfiTEER) . ALERIEEES. RE L EF—, 20255
KIRL—7 - T4V BREBICHTE. RREXERFEHIH,

Born in Tokyo, Junichi Hirokami studied piano, composition and music under Atsutada
Otaka. Then studied conducting and graduated at Tokyo College of Music. Winner of the
first Kondrashin International Conducting Competition in 1984. He has appeared with
orchestras including Orchestre National de France, Rundfunk-Sinfonieorchester Berlin,
Gewandhausorchester Leipzig, Royal Concertgebouw Orchestra, Orchestra Sinfonica di
Milano Giuseppe Verdi, London Symphony, Wiener Symphoniker, Saint Petersburg Phil-
harmonic, Israel Philharmonic, and Orchestre symphonique de Montréal. Hirokami had
served as key posts of Norrkdping Symphony, Limburg Symphony, Royal Liverpool Phil-
harmonic, and Columbus Symphony. Currently he serves as Artistic Leader at Orchestra
Ensemble Kanazawa, Friend of JPO / Artistic Advisor at Japan Philharmonic, Friendship
Conductor at Sapporo Symphony, and Junichi Hirokami at Kyoto Symphony. It has just
announced he becomes Music Director of Malaysia Philharmonic from 2025.

3/29 Hachioji



B N\FF—X

Hachioji Series

| JICOMAR—IL\EF

2025¢3ﬁ 2 9 B(L) 14:00FE&

Sat. 29 March 2025, 14:00 at J:COM Hall Hachioji

1512 @ [1n_E5Z—  Junichi HIROKAMI, Conductor
E7./ @ /\FRESE  Aimi KOBAYASHI, Piano
JVH—hYRI— @ KB 5&  Akira MIZUTANI, Concertmaster

N)VUA—XZ: Bl (O—<DHASL) op.9 ©)

Berlioz: Le Carnaval Romain, op.9

SOV E7 /HE MR 23
Ravel: Piano Concerto in G major

I Allegramente

I Adagio assai

Il Presto

K& / Intermission (20 %)

EC— A [DILXAV] 1 - F26EEIKY) a59)

Bizet: Selections from Carmen Suite

Les Toréadors gl BE41)
Aragonaise 75d%—X
Intermezzo EZ=Hh
Chanson du Toréador  BI4E0D
Habanera NINRS
Dance Bohéme I —DEE

>T)b RO asw

Ravel: Boléro

EfE AR EEARTEZEEE

JBZEISR & RIS TEDIHE TI .
YUY — ERAE (B ELRESE B ';}fn
R - BiAlE P75, EEF P78 EIB I, YOGS

REZeas

3/29 Hachioji

43



44

3/29 Hachioji

Aimi KOBAYASHI

Piano
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The 4th Prize winner of the 18th Chopin Piano Competition, Aimi Kobayashi, garnered
international acclaim for her exceptional talent. She is considered one of the most
sought-after pianists in Japan of her generation. Aimi was born in 1995 in Ube, Japan.
She studied with Meng-Chieh Liu at Curtis Institute of Music. She has performed with sev-
eral major orchestras, both in Japan and overseas, including Orchestra of the Eighteenth
Century under Briggen, Moscow Virtuosi under Spivakov, Tonhalle-Orchester Zurich
under Poska, and Minchner Philharmoniker under Sokhiev. In 2015, Aimi became one of
ten finalists at the 17th Chopin Piano Competition. Her latest recording is “Schubert”
(2024) from Warner Classics.
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Program notes by Robert Markow

Berlioz:
Roman Carnival Overture, 0p.9

Hector Berlioz: Born in La Coéte-Saint-André, near Grenoble, December 11, 1803;
died in Paris, March 8, 1869

On September 10, 1838, Berlioz saw his first opera, Benvenuto Cellini,
receive its premiere in Paris. The opera failed miserably, due partly to a faulty
libretto, partly to a disastrously ineffective Cellini, partly to the unsympathetic con-
ductor, and partly to an audience expecting a stage spectacle of Meyerbeerian pro-
portions. After three more poorly-attended performances it was dropped and not
heard again in France until 1913; even today this magnificent work is rarely pre-
sented. The only popular excerpts from the opera are its overture and the addition-
al music written in 1843 to serve as either the Introduction to Act II or as an inde-
pendent concert work. This music is known today as the Roman Carnival
Opverture. Its first performance as an independent work was given at the Salle Herz
in Paris on February 3, 1844, conducted by the composer.

The frenetic bustle of Carnival season (just before Lent, which occurs in late
winter in the Christian liturgical calendar) has been depicted on numerous occa-
sions in music. The best-known expressions in orchestral terms are probably
Tchaikovsky’s Capriccio italien, Dvorak’s Carnival Overture, and Berlioz’ Roman
Carnival Overture. The latter became an immediate hit and has remained one of
Berlioz’ most popular works. The composer himself described it as “a pretty bit of
madness which has been madly successful this winter in Paris.” Much of the musi-
cal substance derives from the opera itself, especially from the Carnival scene, por-
trayed by the joyous, exhilarating saltarello theme. The long, expressive English
horn solo, which occurs just after the brief introductory flourish, is one of the most
famous in the repertory for that instrument. The melody comes from the first-act
duet between Cellini and Teresa, and later becomes the subject of a fugato sec-
tion. This leads into the Allegro, the famous saltarello (an Italian dance whose
rhythm is characterized by rapidly pulsing triplets grouped into pairs). The impetu-
ous verve, orchestral brilliance and rhythmic energy of this music combine to make
the Roman Carnival Overture one of the most famous and enduring in the entire
repertory.
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Ravel:
Piano Concerto in G major

I Allegramente
II Adagio assai
I Presto

Maurice Ravel: Born in Ciboure, Pyrénées-Atlantiques, France, March 7, 1875; died
in Paris, December 28, 1937

Ravel toyed with writing a piano concerto as early as 1906, according to one
source, and again in 1914, but the actual composition of what became the Piano
Concerto in G was undertaken between 1929 and 1931, interspersed with work on
the Concerto for Left Hand. The first performance was given in Paris by the
Lamoureux Orchestra on January 14, 1932. Ravel had originally intended to play
the piano part himself, but because of declining health, he granted the solo role to
the concerto’s dedicatee, Marguerite Long, while he conducted. Ravel and Long
then set out on a twenty-city tour of Europe with the concerto; Long recorded it as
well, with the Portuguese conductor Pedro de Freitas-Branco.

A number of elements combine to influence the style and form of the
Concerto. Music of the Basques is immediately evident in the opening bars, for
instance, where the exuberant piccolo theme bears strong relation to the folksong
style of the Basques. The second theme, played first by the piano, suggests the
influence of neighboring Spain. Ravel had spent much time in the Basque country
during the summer and autumn of 1929, when he began to write the Concerto.
Ravel’s Basque hometown of Ciboure (a tiny seacoast town on the Bay of Biscay
where France and Spain meet) honored him the following year, strengthening the
composer’s ties to his homeland.

The jazz influence is even more pronounced, stemming from Ravel’s tour
throughout the United States in 1928. He visited the jazz clubs of New Orleans and
Harlem, and no doubt heard, among others, Paul Whiteman’s orchestra. With
George Gershwin he struck up a mutually admiring friendship. The influence of
Gershwin’s Piano Concerto in F can be felt in Ravel’s Concerto, especially in the
first movement with its “blue” notes, jazz harmonies, and rhythms.

Ravel professed that “the music of a concerto should, in my opinion, be light-
hearted and brilliant, and not aim at profundity or at dramatic effects.” In this
respect his Concerto in G succeeds splendidly, and Ravel liked to refer to it as a
divertissement de luxe.
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Bizet:
Selections from Carmen Suite

Les Toréadors The Toreadors
Aragonaise Aragonaise
Intermezzo Intermezzo
Chanson du Toréador Toreador Song
Habanera Habanera
Dance Bohéme Gypsy Dance

Georges Bizet: Born in Paris, October 25, 1838; died in Bougival (near Paris), June
3, 1875

Spanish temperament, local color, brilliant orchestration, vivid sensuality, a
taut story, clearly motivated action, memorable tunes, and believable characters all
contribute to making Carmen probably the most popular and universally beloved
opera ever written. Premiered in Paris on March 3, 1875, exactly three months
before Bizet died, Carmen drew initial hostile response due to its realistic portrayal
of unbridled human passions, its steamy title character, and a tragic ending for
what was supposed to be an opéra-comique. Bizet’s music was criticized for being
undramatic, too Wagnerian, lacking in melody (!), dull, and full of strange sonori-
ties. Yet at least one member of the audience sensed the opera’s greatness —
Tchaikovsky, who predicted (correctly) that it would soon become a huge success.

The excerpts we hear at this concert are conductor Junichi Hirokami’s person-
al choices drawn from the various suites that have been compiled over the years.
In some cases an instrument replaces the voice or chorus, but that detracts not a
whit from the enjoyment to be derived from Bizet’s wonderfully melodious score.

Carmen opens with the bright colors, cheerful exuberance and vigorous
rhythms of festive Spain (The Toreadors), followed by the proud theme of the tore-
ador (bull fighter) Escamillo. The spectacularly brilliant Aragonaise opens the
fourth and final act. Tambourine, strumming guitar effects and sinuously flowing
melodic lines mark it as Spanish to the core. The soothing, meditative Intermezzo,
featuring solo flute against harp accompaniment, serves as an entr’acte played
before Act III. This is one of the few moments of peace and tranquility amidst the
seething emotions of Carmen. Next comes the Toreador Song of the proud, hand-
some bullfighter Escamillo, who will steal Carmen away from her current lover Don
José. Carmen probably has more famous tunes than any other opera, and leading
the list is surely the Habanera, a song and dance form of Cuban origin. Though
sung by the title character upon her first entry in Act I, the number stands equally
well on its own as a purely orchestral piece. The Gypsy Dance takes place at Lillas
Pastia’s inn at the beginning of Act II. Amidst the company of smugglers and gyp-
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sies, Carmen sings a fiery song while dancers whirl about ever more brilliantly and
the orchestra works itself into a frenzy.

Ravel;
Boléro

According to the Harvard Dictionary of Music, a bolero is “danced by one
dancer or a couple [and] includes many brilliant and intricate steps, quick move-
ments such as the entrechat of classical ballet, and a sudden stop in a characteris-
tic position with one arm held arched over the head (bien parado). The music is in
moderate triple time, with accompaniment of the castanets and [characteristic]
rhythms.”

Ever since its premiere performance on November 22, 1928 in Paris, Ravel’s
Boléro has exerted a hypnotic power on most listeners, achieving its effect through
the repetition of a pair of sensuous melodies repeated over and over in a carefully
gauged crescendo of passion culminating in a feverish orgy of sound. Each repeti-
tion of one of the themes is played by a different solo instrument or combination of
instruments, all in the key of C major until the final, wrenching modulation into E
major. Each theme is played twice in succession in alternating pairs (AABBAABB
etc.). Throughout the fifteen-minute work is heard the steady, characteristic bolero
rhythm in the snare drum, beginning almost inaudibly, and working up to terrifying
volume while hammered out by multiple drummers.

Ravel did not think that his Boléro would survive beyond the world of the
dance, but it quickly established itself as an orchestral tour de force and has
become not only his most famous work but one of the best-known compositions in
the entire classical repertory.

For a profile of Robert Markow, see page 41.
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