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Philipp von Steinaecker is Principal Guest Conductor of Slovenian Phitlharmonic, Artistic Di-
rector of Musica Saeculorum, and Artistic Director of Mahler Academy Bolzano. Originally
trained as a cellist, he was encouraged into a conducting career by Gardiner and Abbado. He
feels equally at home in German romantic repertoire as in works of Second Viennese School.
His passion and profound stylistic understanding for music of baroque and classical periods
led him to found his own period instrument orchestra Musica Saeculorum. He has performed
with orchestras including Orchestra del Maggio Musicale Fiorentino, Swedish Radio Sympho-
ny, and Mahler Chamber Orchestra.
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Offenbach: Grand Concerto in G major for Cello and Orchestra “Concerto militaire”
(Japan Premiere)
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Offenbach: Intermezzo and Barcarolle from "The Tales of Hoffmann"

FvITN\wIevs—ims | S [RECHE] FEE 0o

Offenbach(arr. by Binder): Overture to "Orpheus in the Underworld"

T | AEMEEARREERD
®RIE  RRB. RREPERER
E:. AL XA =R S i Eh
BhAL (EFEEMALETEEIHEER)
I RTBOEA BRI IRES

BRI S RSB TEDE/B T,

10/2 C Series



10/2 C Series

Edgar MOREAU

Violoncello

IRA—-FEO-—
FxO

©Gregory Favre for Thomas Nowak Consulting

1994F /NUAEEN, 4 CF T O%BS. NUENSSESER. J0UNLT - PH
F=— (RAY) TER, 20000 FOR—J 4 FERF O - V77— [REDH
KEOHDEFEZ|E. 201 NEF vA ITAF—ERIVI—IE2 (L. TSVADT 1
IRD=)L- Ry - S5« ZaVTTE2013FELE2015FICHAEBEBRERS VU R NEZ,
2016FERA VDI I—EI S v IEFICHAEZRE,

MECIAVFTIUL - FEa1— CNETIHIVFIT. VEI T, OLSDEET
Bk, PITDEBA—TANSELE, Fee T A0 )bk JoIbETRE
ERSERICEBELTWD, 2014F0—F— - IS5 v IS CDTFE 21— BI7
WL [Hy TN w IS FoOmEM) (Erato). FRAXEEF17115S
Jav R FeES-EF IO,

Edgar Moreau was born in 1994 in Paris. He studied at Conservatoire de Paris and Kronberg
Academy. At Rostropovitch Cello Competition in 2009, he received the Prize for the Most
Promising Contestant. Moreau won the 2nd Prize at International Tchaikovsky Competition in
2011. As a soloist, he has worked with many of the leading orchestras in Europe, America, and
Asia under batons of Gergiev, Sokhiev, and Roth. He plays a David Tecchler cello, dated 1711.
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Program notes by Robert Markow

Franz von Suppé and Jacques Offenbach richly deserve to share an entire
program together. Not only were they two of the nineteenth century’s hugely
popular purveyors of light classical music (operetta especially), but both were
born in the same year just a few weeks apart, and both are the objects of bicen-
tenary celebrations this year. Today’s program might be thought of in terms of a
double sandwich — three overtures alternating with two other works. Adding
icing to the cake, Offenbach’s cello concerto is a great rarity, possibly receiving
its Japanese premiere today in its current form. Another coincidence unites these
two composers: one (von Suppé) was Viennese yet had a French-sounding sur-
name, while the other (Offenbach) was just the opposite: a Frenchman with a
German surname.

Franz von Suppé: Born in Spalato, Dalmatia (now Split, Croatia), April 18, 1819;
died in Vienna, May 21, 1895

The genius and precocity of Mozart, Schubert, Mendelssohn and Saint-
Saéns are well known to the musical world, but Francesco Ezechiele Ermenegildo
Cavaliere Suppé-Demelli, to give him his full name, is rarely mentioned in this
context. Yet by the age of fifteen von Suppé already had a mass to his credit, and
by 26 he had turned out some twenty theater scores. His French-sounding sur-
name is explained by the fact that his father's side of the family originally came
from Belgium. After moving to Vienna at the age of sixteen, he changed
Francesco to Franz, kept von Suppé, and chucked all the rest. In Vienna, over the
course of six decades, he wrote well over 200 works for the stage, including
about forty operettas. Among these are some of the most famous ever written,
including Boccaccio, Poet and Peasant, The Beautiful Galatea, Light Cavalry,
and Morning, Noon and Night in Vienna.

Suppé:
Overture to "Light Cavalry"

The overture that kicks off this afternoon’s program is one of the main-
stays of nearly every orchestra and band in the land. Light Cavalry was given
its premiere in Vienna on March 21, 1866 and went on to enormous popular
success. A wealth of captivating ideas (including the opening fanfare), a virtuo-
sic passage for violins, a gypsy-flavored theme for the strings, and the “cavalry”
music all combine in both an aural and a visual feast: “Did a platoon of horse-
men ever charge in a silent film without the theater organist slipping into the gal-
loping music from Light Cavalry?,” asked Boston Symphony annotator Steven
Ledbetter.
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Suppé:
Overture to "The Beautiful Galatea"

Galatea is a character from Greek mythology. According to legend, the
sculptor Pygmalion falls in love with the marble statue he is creating. When
Midas offers to buy the statue, Pygmalion goes into a jealous rage and threatens
to destroy it. Venus, the goddess of love, intervenes and breathes life into the
statue, which is called Galatea. Galatea and Pygmalion fall immediately in love,
but Galatea is a fickle lover, soon moving on to the servant boy Ganymede, then
to Midas. Pygmalion in despair asks Venus to return Galatea to stone, which she
does. The sculptor now gladly offers Midas the statue for cash.

The Beautiful Galatea, von Suppé’s first big success, had its premiere not
in Vienna but in Berlin, on June 30, 1865 (less than a year before Light
Cavalry). The Viennese premiere took place three months later. (Offenbach,
incidentally, also wrote an operetta with a similar title about another racy, inde-
pendent-minded female from Greek mythology, La belle Hélene, first seen in
Paris just one year before The Beautiful Galatea was first presented in Berlin.)

The Overture divides almost equally into a quietly meditative first half
(following a short, brisk introduction) and a wildly joyous second half featuring
a superb waltz tune that was foreshadowed in the quiet horn solos back near
the beginning of the overture. Richard Traubner, in his book Operetta, suggests
that this waltz theme probably served Frederick Loewe as inspiration for the
Embassy Waltz in the Broadway show My Fair Lady a century later.

Jacques Offenbach: Born in Deutz (near Cologne), June 20, 1819; died in Paris,
October 5, 1880

The words Offenbach and Paris are as indelibly linked as those of von
Suppé and Vienna in a world of bright, sparkling fun, glamorous society, and
boundless joie de vivre as experienced in the mid-to-late nineteenth-century.
Offenbach, whom Rossini called “the Mozart of the Champs-Elysées,” was by
birth German. He was born Jakob, in Cologne, where his father taught music and
was cantor at a synagogue. Jakob Offenbach’s surname was originally Eberst; he
acquired Offenbach from his native city (Offenbach), near Frankfurt; when he
moved to Cologne, he was called “Der Offenbacher,” and later just “Offenbach.”
At the age of fourteen, he was taken to Paris to pursue musical studies at the
Conservatoire. There he changed his given name to Jacques, and later became a
naturalized Frenchman. Years later, that most serious of German philosophers,
Friedrich Nietzsche, described Offenbach as “the most intellectual and high-spir-
ited satyr who, as a musician, abided by the great tradition and who --- is a real
relief after the sentimental and fundamentally degenerate musicians of German
romanticism.” Ironically, Offenbach was considered a clown by his audiences, yet
in reality was a sober man, given to bouts of despondency and insecurity. “He
made the world laugh in order not to cry himself,” as one observer put it.

10/2 C Series

13



14

10/2 C Series

Offenbach:
Grand Concerto in G major for Cello and Orchestra
“Concerto militaire” yapan premiere)

I Allegro maestoso
I Andante
Il Allegretto

So accustomed are concertgoers to thinking of Jacques Offenbach as the
purveyor of lighthearted, joyful French operettas (and one serious opera, The
Tales of Hoffmann) that they often forget he wrote much concert music as well -
orchestral suites and dances, ballet scores, chamber music, piano pieces, church
music, and dozens of songs in both French and German. In his early days he was
also a virtuoso cellist, earning himself the sobriquet “the Liszt of the cello” (he
actually played with Liszt); in England he was “the Paganini of the cello.” Not sur-
prisingly, he composed a number of works for his instrument, mostly short salon
pieces, but also the 45-minute concerto on this program.

Few works have gone through such a tortured, complex history as
Offenbach’ s Cello Concerto, and only in the present century have we come to
understand its full scope. Offenbach wrote the three-movement concerto probably
in 1847. We know he performed the first two movements, or parts thereof, on April
24, 1847, and that he (or someone else) performed the whole concerto in 1848,
but after that the trail runs cold. The third movement years later resurfaced as an
independent piece for cello and orchestra, known as the Concerto Rondo. The
scholar Jean-Christophe Keck picks up the threads of the story as follows:

“A century was to pass before Jacques Brindejont-Offenbach, the composer’s
grandson, was to entrust the cellist Jean-Max Clément with the piano sketches and
the score of the first movement. Clément copied the beginning of the work from
the original, unfortunately suppressing several passages that Offenbach himself
had left out in his performances. He then set out to reconstruct the work, orches-
trating the last two movements from the piano sketches. Neither Clément nor
Brindejont-Offenbach knew that the autographs of the Andante and the Rondo
Finale (fully composed and orchestrated by Offenbach) were to be found in the
family archives.” Hence, Clement’ s work was inaccurate and incomplete. When
those archival sources were discovered in the first years of the twenty-first century
(in Cologne, Germany and at the Library of Congress in Washington, D.C), the
“complete” concerto took on new meaning. This was first recorded in 2006 with
soloist Jerome Pernoo, and again just this year with Edgar Moreau, who is perform-
ing the concerto throughout the world this year as part of the Offenbach bicente-
nary celebrations.

As in most nineteenth-century concertos, two big-boned, extroverted outer
movements frame a central slow movement that emphasizes the lyrical over the
athletic. Elements of operetta, especially its spirit of fun and mirth as well as its
style of vocal writing infuse the concerto. It takes its subtitle (militaire) from the
prominent snare drum tattoos and trumpet fanfares in the last movement. Could
Offenbach have gotten the idea from Liszt’ s First Piano Concerto, composed a
few years earlier and which infamously included prominent solos for another per-
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cussion instrument, the triangle? In any case, the cellist is called upon in this move-
ment to undertake phenomenal feats of virtuosity that bear comparison with Liszt’s
piano writing. “It" s an extraordinary technical challenge,” observed Moreau in an
interview. “I' m not sure anything else can be compared to it.”

Offenbach:
Intermezzo and Barcarolle from "The Tales of Hoffmann"

In Paris, Offenbach was king of operetta during the Second Empire. Yet
his main goal in life was to create a serious opera, an accomplishment whose
premiere he did not quite live to see. During the late 1870s, after nearly a hun-
dred operettas and other light-weight stage works, Offenbach worked on The
Tales of Hoffmann (Les Contes d’Hoffmann) but he died four months before
the premiere, which was given at the Opéra-Comique on February 10, 1881.

The Intermezzo and Barcarolle on today’s program is a small suite con-
sisting of the Prelude to Act I, Intermezzo from Act II, and Intermezzo
(Barcarolle) from Act IV.

The opera abounds in moments of great lyrical beauty, one of finest being
the Barcarolle, which is also the opera’s most famous number. This comes from
the “Giulietta” act, which takes place in Venice. The setting is a luxurious palace
on the Grand Canal, with a party in progress. Giulietta and Nicklausse sing their
invocation to the beauty of night and love, their phrases later echoed by the
chorus. (For the suite, the vocal lines are assumed by orchestral instruments.)

Offenbach:
Overture to "Orpheus in the Underworld"

Of Offenbach’s approximately one hundred stage works, Orpheus in the
Underworld (Orphée aux Enfers) was his first full-length work to become a
resounding success. Not only that, Richard Traubner, in his historical account of
operetta, notes that it “was the first great operetta, and the model for future
operettas, whether French, English, or Austrian. It contains the scaffolding for all
the other great Offenbach works.” To this day it remains his most frequently
performed operetta. It began as a two-act opéra bouffon (October 21, 1858),
then was expanded in 1874 into a four-act opéra féerie. In its original form it
was only a moderate success at first, but, thanks to indignant negative criticism (
“a profanation of holy and glorious antiquity”) that engendered much public
debate, it quickly caught on, running for 228 performances at a time when one
hundred was considered a success. Albert Lasalle reported that by June of 1859
Orpheus was still going strong but had to close due to exhaustion of the cast.

In this parody of Greek gods and their foibles, Orpheus is tired of his wife
Eurydice and is actually glad that she has succumbed to snakebite and gone to
the Underworld. The brief overture establishes the operetta’s tone of mirth, fri-
volity and hilarity.

For a profile of Robert Markow, see page 32.
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Marc Minkowski plays an active role in promoting classical music both though his exciting
career as conductor and as an artistic administrator. He was appointed General Manager of
Opéra National de Bordeaux in 2016, founded Les Musiciens du Louvre in 1982 and the Ré
Majeure Festival on Tle de Ré (French Atlantic coast) in 2011. He was Artistic Director of Mo-
zartwoche (Mozart Week), Salzburg from 2013 to 2017. He became Artistic Chef of Orchestra
Ensemble Kanazawa from September 2018.
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Mon. 7 October 2019, 19:00 at Tokyo Bunka Kaikan

5% @ Y)UJ-Z20T7AF Marc MINKOWSKI, Conductor
VY- RY— @ KEFESDL Tatsuya YABE, Concertmaster

A—N Y REMEAT 555 op120 (1841FEMRR)  (299)
Schumann: Symphony No.4 in D minor, op.120 (1841 First version)

I Andante con moto - Allegro di molto
I Romanza: Andante

I Scherzo: Presto

IV Largo - Finale: Allegro vivace

{RZ&8 / Intermission (20 %)

2)  (459)

F A T AF— REMFE6E O%gH op7a (R

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
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E-. SUEFF S EEAMTR B Bl S
BhRY 2 (BOENESEIEH SR
X I FE IRATBUEA BRSNS IRES

BERE ORI PEDRB T .

10/7 A Series 17



18

10/7 A Series

a1—N2.
REMSBA4E Zi5H 0p.120 ns41EaiEH)

O—~)Lk - Ya—<> (1810 ~56) (k. FHADI830ERICESE T /ii%
FHMIze FLTETSIT—F (1819~ 96) &iEME%E Rz 1840FIC—#x
LTU—b (Fkih) ICEFMICERDBEALTIZ. B1841E. SEIEREER
ERREEAET. HDTOREMTHAHE1E (B 252K LT (Fil.
ATV Ay TaF =LY, ZLCET I RBLERROOO (LEHY (05
ICRBNBIMSNELLZET /HEMERS) Z2EMLAMIZ. SA20HIC2H
HOREMZEZIHER NI/, FNHSH, FEA4BELTHOSNAEROE
1FTH5.

IOLTEFNEHAXRERIISLIEI2AH. AT V1D T7 b
NIAERETTZINTAF UM =740 (1810 ~ 73) DIGETHIES NIz,
B3 EDRMEND N L7 EROMIEFDOBR—FEB4KEER
. BEPIOOBEFLIZMN TR SN AZ—ICRERPEEEST2EH—R
Zofzo ZUTHRERCOBRIIHRBEINTUEVICES>TLE D,

ZFLT1845 ~ 46EDE2RXEM. 1850FEDEITEM (1) &2
DOREEFZET, 18514128, a—v U Z10ERMO _ERTEMOWETIC
ETFL. BEPMHEOEEL2ILOETAIRIBLEEZHL/Z. COE2HDOH
ERICIHIE [RENLEM. 1841 FEICA v F 1851 FITH /21— AL —
Tav] EELTWVWS (DEDI84IFDEIRIIS LB >TUIRT Y FITBEBE LD >
T2EVWATEBDIEAD)

IHOLTEEFNE b-o BRI E X, 1853FE3H3H. HEDOFHE ORI
T2y VRV 7 TEEDIEETHE SN TARESLRINZIND ., EERSEHE
AFLLTHRSNZ, COBEIEY “REBEOLOOB—RBILILZFE,
FTLrua, avrsVr, ATV 3ET4F =L ESINTWAIENS, HEEIE
HET2MEE ]I DORBERLZLTWIENEZ 5.

COLT=ERAREMIIZOE 2B TAELIMONE L7, BRICE(LD
RIVBEDHZDIE. RKTCAVIT—IPEIROBEZEINKA - TIT—LA
(1833~ 97)ICELTASTH A (ZORAIIAIA) . FIMEEEGHELZT T —
LA EHICHEFS LB TxER. BRENICTTY - Ja)bF— (1832~
1902) OIEHETISSOFEICERIESNAILE D, T2 F—IEINyNHE2EDOR
SETHLH DT TI—LAIEICE I BORE 2 RET 5.

TI— L AREIB LR oo boT . EIREFZOBITEHZIZL
HELTE2BEHTNICED AN TOEREZEDZE, JalF—¢EEBR
PRICTAHEDS DA BREISOIEICEIBIZT T F—KET THRE N,
LALZNIZE2ROF — AN — 23V ZEORICERAT 2L, KRDE]

10/7 A Series



BICKTLBEETIE R 7, BREZZANEZNIEIELGZ0nEDBVZED,
MEOHELRFRRERORNOFRTCEER IR 727 T4 VI B 1 RRRET IR
(Vay - 74V URET) BHENZDIE2003FEDZETH 5,

EIREE2BOREEEVIL, £OV2—v yBEOERICLHEEIICET
F =T AN —=2ar T, TZARAFaTHHBICEILCLDPREIROT>ZDLE
BXIIHL, BB TIIRBEZULITLUCER. SOIZHIHlRBEZMAS72E,
SVBEIPOEELZEEISERENTVS, FIXEOTL/uEENEIR/T
I8 EM. AWM TIRIODBTR/EL>TWAHE., FEAEBEFHEIEIFTIZ4
BO2AF FB2RTIIAD DA\ T THHEBEET, IhHIEHBOT VR
BROEBNESHZSL TS,

MICBHZOEEEN DY, TOHEOPIIRERF NS, HLTo~
VBB ESEERTAE2RICHL. FIBRIIOERNZHRSZHEOEL
ZED. FOLEIREHCEEELREBATEY., AHLELR (LE7«
I URETIRICE D) THERESINS, LRORESPHTFORLLEIFRICLSD
DTH5H (BRAICE2BTILREFRBREIINMVEEILRD),

FIRE 7yFyF-3V-E—b~T7L7JO-F7-EILL ZEHR 4950
PF—4T 02T BPOPRFRIAELN. COFEFEIIMEREMEITK
EUREERLT, F2RTIIZFOREOFRTREBICEFOFEIERSN, £
N EP->TERICLHIZNATGY, BIRIFESLOHIZLFWAI RSN
T, BLEINEZERIERSNZYFYER. BERETIE. TEFEEE
OB EEERIIVHICHBEOIEWEESHE N TED L0 %E 5
o FDH%. BHEIBIIBAKBSINT, I—FITEET 5,

ERE ONVYP/FPUIVT AR 47503 F A—ATE&Fzull
EPYBRLOIHEH<EAREE (RPFIREOFEFEDOBESND), HE
TrAAVIERT AU Ty EE (CNSFEREESMEE) 28,

EIRE AT/ TFUAN ZFEH 45O3MF YAFIvIBRT
WY, BIEEERBEHEECEBICLANADMIBEND, ROEEDEITH
TIIEIEREFE I TEOBEISHIIHNS,

FARE S O~TJq4F—L / FLJ7O-Jqd7—Fx —EFH 4504
HF—473 02T EHRIVFYERT, ZOFIFEIFIERZO R
FRHEICEDL BIBTOZOFEIFEORRIIFE2BICHREEDPZDTH>ED
LRBUONABOT, F2WOFHBICHENZBIREFIFTEHOBTH 2V, IE
KB T74F—L T, I—4TRESICKEZEBERT .

(FHEEZ)
TEEER | 08 18414
) B 1841F12B6H 47V« TIlTaFh- A—T1NEE

IR . TI—h2. F—ARI2. IZUxvb2. T7IVb2. K24, RS2y 20 bOY
R—=23. T2 /N2 BRELER

10/7 A Series

19



20

10/7 A Series

FvAITAF—:
TERIE6E OG5 op.74 (BF

)

Ea—ML - AVALF - FrAaATZXF— (1840 ~93) OEMDEELE>7-2D
REHPBEEEZRMO TVAIEIAEHEBEPRBL VWS, BEIREEDRTY
FREZTELHWISO3E2H1IH (v 7IHE) OFRIC [ZomcIZEE
BHHD, ZNIEANOBBIZEE. BOFFICLTHEL FOEFEEITFZL
WEBHZLO T AIIRITH. COMEBELZPL0ELN W] LEEsh
TWAD7E, BEFICNZEICESEN., CEBETIEIZVWD, COREHH
ELOHTREEN R, FBICEODDLIEEEAMDTNAHIEE, ERZTOLONIPED
S22,

FIEZEOBBELOHENERCERTTCOUT 7 ERDOIEE DD DI
MOFIH. FBARZICE TS [FAVI=Y (BLAICILATR)] OREEBVOD
BALSEBBESTIOBBIBERE., ZLTEYNSIO 2K, MEVEH
7 KB BZHATCHLTETIAV MV ORBREEZRBRICB V2T,
BRI S~ EE VW AZEE S ZEP O NS,

ERXZORTEMOFI, FrATATZAF—1F (AE) EVOEOTEHEE
BLTED, ZORTyFIC “KEi=%E. BHEORER" “BREZRIIHEZTIEIIC
FL2” LWVt XENREN TV, TOREMIZM&SNZA, HiZIcEX
ROONTEORIIFOEE LOTATTHZIHINLZEEEE VL, &
TSR D1893FOH. IV AY U F o - uT /T RA (1858 ~1915) o
S8EANTLIYEA - Za5TTd4F - 7S —T7F > (1840~93) #BETS (L
TALLY DIEMZHEEPITSNTVAEDED, BXTESNAREHEED
LIA T LN EEE > TVWAEWSEETHiI D> T W5, Hick->TZDiiiE—
BOLIALLES12ZENTDIENSHERIS NS,

CHLICEDPOBERDOT —<AICEHDILDTHAHIEEZHSIEVRD
DEM, FrAaAT7AF 3R, (18 OSTT097)] (FRTHCHESET S
OV FEED “NTT4—FrAHY” BELVWEBBEEZRTLOT MR “E8”
EZATUANRLD) EWHEDINE. BOFROEBOEANLEENEE
HOEFICLIze COBIIERIZEBRICERET AL (1850~ 1916) DIEFE
LTI NIEENT WD (CHIZETAMELL [Fr4IT7AF—1(5]
ICEOQ) . MEDHETIIHIER D 1893F0H20H (2 7IHE) ICH A
INTFUIVDFrAATAF I CFROPICTTIC [EE] EWSED
HhaZenoRT. EHEESDPLHEIAS [FR1E] LWHEEEZTHZBOD
ERbNns,

10/7 A Series



FXAATAF—PESCOMOYEZIBELDTPIRRICERMEEST
LE-o7Zed, (EMORBEEOMDUIPSRA LR BRIZHEATE L, IV TR
ICEBIRILEVHARFERICHL, BLPASEZFHLE NN, 1980FERICIEZED
L7zBRED, BEZBICETA2BHTRBERZGLONLEVHIFHHLLTH
FE. Z2OFICEDVT (BB 2E2ELCRATOEMELTHERT SRS
—BREo7, ZOFIIEALERIEOZICSTIEEICSN 2o/, 2oL
TeBUCDWIE DS 1F 72K 513810 C O E RIS E T TICZRRIR 2 D BB I 72
B Z2HE ST DTHEENIBIEED,

FI1RE 79—ya~7Lo0O-/v-bOvR Ol MBLFEERICHE
b IV FIER T ARICHEIEIEEEY A2 2FE (725> T)
AxEZEOHL. BN EBHE TR, BIROLIICTEEDLO DTy TEHRDS
FIASNTREBIEI BRSNS,

F2xE FLJO-AV-IS5—Yq7 ZE#f 4AFO5HTOILYEE
T, BESOFIIALRLBEREZEDE TV,

FEIRE FLJO-EIWS-Iqdr—F EHFA 4504\TFOY—FE
FOI2ZHFOAT VI ADEEEZERE ORI RMANLRE, FOEE L
HILEBRII. WOBEORR 2 —BEIL- ¢ 21582 R4 2Ll 5,

FARE TJq4F—L/FI—Va-SAUr—Y vEHA TRELETI«4F—-L
Ty DHUNLKESREE (FORBEIELIT 7 ALV EE2T 7 A H—F
TOUL—FBETERIND) THED., Ex4 LEL, —EROBIFEDLSE
BaHAZBEPLLEO TR R0, REBELY LY LPHEZBTRL. SEOD
B ZERROEBEEET, MFAOBEEICI-TRMIEEIDITHK DS,

BRBEEE CRIOREDOBHIILUW T V¥ TERINTVHODERIES
NTHADFETTY —IVallBZIMWMIOSNT VBN, FrAITAF—DHERTE
BLTWET ) ZEEZRMROEES 7Y —TaTthsblee, IE s

ICHT7F =3k HRISNTWAIENS, HESPROLEBEEZILNS,

(FHEEZ)
YERIEEA 1 18934
¥ ®: 1893108288 (AY7IHE168) HUIMFLTILY {(FHEKEE
HBIBE . 7L—N3 (EIREYIOFE) . F—RI2. 4FURVN2. T7IVR2, R4,

NIIARYR2 RAYAR—=230 72—/ TAYNZ KRB 2N BLR L,
REEER

10/7 A Series

21



22

10/7 A Series

Program notes by Robert Markow

Schumann:
Symphony No.4 in D minor, op.120 (1841 First version)

I Andante con moto - Allegro di molto
I Romanza: Andante

I Scherzo: Presto

IV Largo - Finale: Allegro vivace

Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich (near Bonn),
July 29, 1856

In 1841, a year after marrying Clara Wieck, Schumann seriously turned to
orchestral writing for the first time. This was precisely what she had long been
urging him to do, for only in the arena of large-scale orchestral works did she feel
her husband could compete with giants like Mozart and Beethoven. Hence, in
1841, Schumann wrote, in rapid succession, the Symphony No. 1 in B-flat major
(Spring), the Overture, Scherzo and Finale, the Phantasie in A minor (which
later became the first movement of the Piano Concerto), and the present sym-
phony in D minor.

Schumann at first thought of calling it a “symphonic fantasy,” knowing full
well that “nothing arouses disagreement and opposition so quickly as a new form
bearing an old name.” And new it certainly was! The work represents something
of a landmark in the history of the symphony in its unprecedented cohesion and
structural unity. Although nominally laid out in the standard classical four move-
ments, the movements are connected by “speaking rests” (rather than long paus-
es) between. Even more significantly, Schumann adopts an initial melodic cell (the
darkly brooding, slowly winding line in the strings heard in the opening bars) and
pursues it in myriad forms and guises throughout the entire symphony, thus con-
ferring what he called an “inner spiritual bond” on all its motifs and themes. “The
finale should know what the earlier movements contained,” he said.

The first performance of what Schumann designated at the time his “Second
Symphony” took place on December 6, 1841 in Leipzig conducted by Ferdinand
David. It was not a success, and the composer withdrew the work for revision.
However, Schumann did not attend to this until a decade later, by which time
two more symphonies had been written (in more traditional layout), today desig-
nated No. 2 in C major and No. 3 in E-flat major (Rhenish). Following substantial
changes to the orchestration and new movement titles (now in German rather
than Italian). Schumann again presented the D-minor Symphony, this time in
Diusseldorf, on March 3, 1853 with the composer conducting. This time it was
a success, and the score was published by Breitkopf und Hartel in December of
that year as Op. 120.

Years later, long after Schumann’s death, his widow Clara presented
Brahms with the original manuscript score of the 1841 version. Brahms found it
to be much better than the revised score, calling attention to the latter’s consider-
ably thickened textures, especially in the woodwind writing (he called it “over-
dressed”). Structurally some of the bridge passages were rewritten, and there
were numerous other alterations, some minor, some substantial. Overall, claimed
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Brahms, “it has in fact lost much of its charm, lightness of touch, and clarity of
expression.” Brahms arranged for the original to be published in 1891, over Clara’
s strongest objections, although this publication incorporates some of the changes
Brahms made in 1851, so in fact it is something of a “hybrid,” as Joachim Dra-
heim tells us in his preface to the newly revised score published in 1998. Only in
the past few decades have some conductors (Wolfgang Sawallisch, Simon Rattle,
Thomas Dausgaard, Derek Solomons, John Eliot Gardiner, and Marc Minkowski
among them) begun performing the symphony Schumann wrote in 1841, which,
as such, does not warrant being identified as either “No. 4” or “Op. 120.”

The slow introduction immediately presents the motivic cell that will unify
the entire symphony — that darkly brooding line mentioned above. (Listeners
familiar with the standard 1851 revised score will note immediately the differences
in orchestration.) The first movement’s principal theme gradually coalesces and
assumes its full form when the propulsive Allegro arrives. A second lyrical idea is
heard later, and becomes increasingly interlaced with the restless principal theme.

The Romanza begins with a pensive theme sung by solo oboe and solo
cello, followed by the subject from the symphony’s opening in darkly veiled col-
ors. A contrasting, more brightly scored Trio section presents the same subject
with delicate solo violin embroidery. A final statement of the oboe/cello theme
rounds out the movement.

The vigorous Scherzo presents the unifying melodic cell in still another
guise, this time played in inversion (upside down) to a strongly insistent rhythmic
figure. The Trio brings back the same melodic arabesques derived from the sec-
ond movement’s Trio. Both Scherzo and Trio are repeated.

The passage connecting the third and fourth movements represents to Don-
ald Francis Tovey “darkness before dawn which just avoids provoking compari-
son with that of the same point in Beethoven’s C-minor symphony.” The finale’
s exposition bursts forth in glorious D major, and Schumann puts now-familiar
material through fresh paces while introducing a new lyrical idea as well. The
pulse becomes increasingly faster as the symphony is propelled breathlessly to a
brilliant conclusion..

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

I Adagio - Allegro non troppo
II 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
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mildly successful, due to a puzzling Adagio finale that ended softly, an indifferent
orchestra and the composer’s consequent lack of enthusiastic leadership. Never-
theless, 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 Sym-
phony. 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
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
publisher 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
pathétique,” and as such the name has stuck. The word pathétique, incidentally,
derives from the Greek patheticos, and has a different flavor than in most mod-
ern 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, emotional, and, as in the original Greek, having overtones of suffer-
ing.

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 dramatic conflict. Finally the energy is spent, the sense of struggle
subsides, and a solemn 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 ceases and the symphony dies away into blackness -+ nothing-
ness.

For a profile of Robert Markow, see page 32.
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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitdt der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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Wed. 16 October 2019, 19:00 at Suntory Hall

51 @ /_] \%*ﬂ*§ Kazuhiro KOIZUMI, Conductor
IVH—hI29— @ TUFHAST Kyoko SHIKATA . Concertmaster

D—JF—: I—=TTU—REIR a9

Wagner: Siegfried Idyll

A& / Intermission (20 %)

Ty o F—: TEME7E KR waBI07 VI97—T1R)
Bruckner: Symphony No.7 in E major, WAB107 (Nowak edition)

[ Allegro moderato

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

IV Finale: Bewegt, doch nicht schnell
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Program notes by Robert Markow

Wagner:
Siegfried Idyll

Richard Wagner: Born in Leipzig, May 22, 1813; died in Venice, February 13, 1883

“One of the most beautiful declarations of love any composer has ever
made,” is how Reinhard Beuth described Wagner’s Siegfried Idyll. Wagner wrote
this short, nineteen-minute work, the only purely orchestral composition of his
mature years aside from the feeble American Centennial March (1876), in the
fall of 1870 as a gift to his second wife Cosima, twenty-four years his junior. The
occasion was her thirty-third birthday (and her first as Mrs. Wagner), which hap-
pened to be on Christmas Eve (sources differ whether she was actually born in
the late hours of the 24th or early of the 25th). It was scored for a chamber
ensemble of about fifteen players to perform on the staircase leading to the sec-
ond floor of the Wagners’ villa at Tribschen overlooking Lake Lucerne,
Switzerland. (The work is commonly heard today with expanded string sections.)

Early on Christmas morning, Cosima, still in bed, was taken completely by
surprise by this gentle, warm, intimate music that greeted her ears. Here is how
she recorded the event in her Diary:

“When I woke up I heard a sound, it grew ever louder, I could no longer
imagine myself in a dream, music was sounding, and what music! After it had
died away, R. came to me with the five children and put into my hands the score
of his ‘symphonic birthday greeting.” I was in tears, but so too was the whole
household.”

The work was played twice more that morning. Wagner conducted the first
public performance a year later, on December 20 in Mannheim. He at first
dubbed the composition Treppenmusik (Staircase Music), but it was generally
known as the Tribschen Idyll until seven years later, when it was published
under its present name.

Concertgoers familiar with Wagner’s Ring cycle will recognize that most of
the musical material of the Idyll comes from the final act of the cycle’s third
opera, Siegfried, though some of this music was borrowed from still earlier sourc-
es, including a projected string quartet of 1864 (the softly glowing opening
pages). The gentle horn call (heard near the end) had come to Wagner while in
the midst of composing Tristan und Isolde (he wisely withheld it for use in the
later opera, Siegfried, appropriately enough inasmuch as the Idyll was intended
as a sort of commemorative gesture for Wagner’s own infant son Siegfried,
youngest of his three children by Cosima). Many of the Idyll’s motifs are also
employed as manifestations of the operatic hero Siegfried’s passionate, undying
love for Briinnhilde, an analogy Wagner obviously saw in his personal, domestic
life with his wife and son.
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Bruckner:
Symphony No.7 in E major, WAB107

(Nowak edition)

I Allegro moderato

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

IV Finale: Bewegt, doch nicht schnell

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

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

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

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

The deep, solemn sound that strikes the ear in the opening bars of the
Adagio movement seldom fails to astonish. The unique sonority is produced by
a quartet of Wagner tubas (plus the standard contrabass tuba) being used for
the first time in any symphony, and quite possibly for the first time since Wagner
himself had introduced them in his Ring cycle, completed in the early 1870s. We
are embarking on another movement of vast proportions — the first theme alone
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contains three separate elements that will become material for further develop-
ment. The first is the motif for Wagner tubas. Immediately afterwards comes a
sumptuously scored, chorale-like passage for the entire string body, beginning
with three emphatic rising notes. This is the motif to which the movement moves
inexorably to its great climax, one of the most magisterial in all music. The third
element of this long-breathed theme complex is also for strings, a somewhat an-
gular yet limpid, songlike passage. Sixteen bars of very slow tempo, with nothing
repeated, and that’s just the initial presentation of the first theme group!

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

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

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

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

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 Mon-
treal's McGill University he lectured on music for over 25 years.

10/16 B Series



Yo
Kentaro

KAWASE

Conductor

I FREXER

15

©Yoshinori Kurosawa

1984FRFEF N, 2007FRABRAFERFHEXFFHEIIEETH (18
8B) Z2E, INETICHEEZIL EF—5(CEE, 20065 . RRERERIVI—
U GEE) [CHVTE2MI (REA) [CAB, BMDA—TANIDSRLICIEE
ZR1FB. 201NMEICREETAIVIEEE. 2014F(CHR)T)VBEEES(IC
M. ARIICHBVTH. #)liRk Mix]. E—Y7ILh [BEl. JzILT 7y [7
(—9] rE=ZERE. BEFLLWERZRITTLS,

RE. REEVAIEEEES. BRITIVBEEES. 71— AN - 7Y
VIR REERBEREE. \EF1I-—XAF— T ANSEEEBEZBEOHTL D,
=BRVIBNTHREKR L. 2016FH140EFFEAETU7IVEETE. $H260H
HERBEREZRE, RRSENZFHEETR (58) HEHL.

Kentaro Kawase was born in 1984 in Tokyo and graduated from Tokyo College of Music in
2007. He received the 2nd prize (the highest place) at Tokyo International Music Competition
for Conducting in 2006. He has conducted operas including Hanjo (Hosokawa), Die Zauber-
fléte, and Aida. Currently, Kawase is Resident Conductor of Nagoya Philharmonic, Permanent
Conductor of Kanagawa Philharmonic, Permanent Guest Conductor of Orchestra Ensemble
Kanazawa, and Music Director of Hachioji Youth Orchestra. He is Special Appointed Lecturer
of Tokyo College of Music.
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Promenade Concert No.383
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Sun. 20 October 2019, 14:00 at Suntory Hall

51 @ “WE j(EB Kentaro KAWASE, Conductor
N—" @ FEFIETF Naoko YOSHINO, Harp
VY —hYRY— @ KERESDL Tatsuya YABE, Concertmaster
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Sculthorpe: From Oceania (2003) (Japan Premiere)

J.a bSO TITPNMTIER op335 @)

J.Strauss II: Egyptian March, op.335

ORU—2: P57 T AHE 0—7w @39

Rodrigo: Concierto de Aranjuez (version for Harp)

[ Allegro con spirito
I Adagio
I Allegro gentile

{AE8 / Intermission (20 %)

ﬁ}*gglg Hg 3&@3:@% (189)
Ifukube: Ballata Sinfonica

[ Prima Ballata: Allegro capriccioso
I Seconda Ballata: Andante rapsodico

—>J1T)b: RO 059

Ravel: Bolero
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Naoko Yoshino started her worldwide career in 1985, after winning 1st prize at the 9th Inter-
national Harp Contest in Israel. Her solo engagements with the world’s top orchestras have in-
cluded Berliner Phitharmoniker, Israel Philharmonic, Gewandhausorchester Leipzig, Philharmo-
nia Orchestra, Philadelphia Orchestra, and Concentus Musicus Wien under batons of Ozawa,
Harnoncourt, Boulez, and Abbado. Yoshino has been invited to numerous prestigious music
festivals, such as Lucerne and Salzburg. Through chamber music, she has worked closely with
such renowned musicians as Kremer, Imai, Nicolet, Pahud, Zoon, and Baborak.
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From Oceania (1970/2003) is based upon the last part of my orchestral work,
Music for Japan. The latter was written for the Australian Youth Orchestra to
play at Expo '70 in Osaka. Composed in what is known as my Sun Music style, I
thought of it as a present to Japan from Australia. Unlike most of my music, it
contains no melodic material and little harmonic movement. Instead the orches-
tra is treated almost like a giant percussion instrument. In From Oceania, [ begin
with percussion itself. Other instruments are gradually added, leading to a sec-
tion marked Feroce, ma ben misurato, and a climax consisting of a tone cluster
spanning the entire orchestra. An E major chord is then twice revealed, followed
by a coda, most of which is unmeasured.

Peter Sculthorpe
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Program notes by Robert Markow

Sculthorpe:
From Oceania (2003) (Japan Premiere)

Peter Sculthope: Born in Launceston, Tasmania, Australia, April 29, 1929; died in
Sydney, August 8, 2014

Peter Sculthorpe has long been Australia’s best-known composer abroad.
His emotional and esthetic orientation was deeply attuned to his native land, an
orientation reflected in his music as well. Although employing western instru-
ments, his music reveals many Asian influences: a concentration on repetitive
patterns, much use of percussion instruments, melodies of limited range, and a
greater concern for timbre than for harmony, for variation rather than develop-
ment. Many of his important works are inspired by Australia’s landscapes and
cultural history.

From Oceania was written for the New Zealand Symphony Orchestra and
its music director at the time, James Judd, specifically for a Naxos recording
made in 2003. The six-minute score is dedicated to Australian composer Barry
Conyngham. Sculthorpe explains:

“From Oceania is a re-working of part of my orchestral piece, Music for
Japan (1970), commissioned by the National Music Camp Association for perfor-
mance by the Australian Youth Orchestra at Expo ‘70, Osaka. With the title
implying that the work was written as a gift to Japan from Australia, the music is
concerned with Antipodean landscapes and seascapes. It is written in what is
known as my ‘Sun Music’ style, and is made up of rhythmic, textural and har-
monic shapes, with few melodic contours. In writing the present work, I was
thinking of the volcanic nature of much of Oceania and, in the coda, of the mys-
tery and magic of the region. It opens with the sound of a conch shell, followed
by vigorous drumming patterns. These patterns are then repeated, with brass and
strings added, propelling the music into a section in which the whole orchestra is
treated in a somewhat percussive manner. This culminates in a low, sustained
tone cluster, from which an E-major chord emerges, ‘E’ standing for Eternity. It is
followed by a quiet coda.

J.Strauss I
Egyptian March, op.335

Johann Strauss, Jr.: Born in Vienna, October 25, 1825; died in Vienna, June 3, 1899

Vienna in the nineteenth century was a city passionately in love with danc-
ing. To satisfy the voracious appetite of this dance-crazed city, composers sup-
plied thousands of waltzes, polkas, galops, marches and other dances. In his
many marches, Johann Strauss Jr. paid tribute to Spain, Austria, Germany,
France, Hungary, Serbia, Persia and Egypt. In the latter, Strauss invokes the
sound and color of this exotic, mysterious land far to the south by employing
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pseudo-oriental scales and featuring percussion instruments like the triangle, bass
drum and cymbals. The march dates from 1869, when it appeared in a farce as a
processional of Egyptians. Despite its mock-eastern flavor, the march was dedi-
cated to a German, the Grand Duke Friedrich of Baden.

Rodrigo:
Concierto de Aranjuez (version for Harp)

I Allegro con spirito
I Adagio
Il Allegro gentile

Joaquin Rodrigo: Born in Sagunto (near Valencia), November 22, 1901; died in
Madrid, July 6, 1999

Joaquin Rodrigo was one of the most respected, famous and important
forces in the musical history of Spain for the past several hundred years.
Although blind from the age of three, following complications from diphtheria, he
pursued musical studies with a passion. Rodrigo spent the 1930s traveling
through Switzerland, Germany and Austria, and living mostly in Paris where he
continued studies at the Sorbonne. In 1939, following the end of the Spanish
Civil War, he returned permanently to his homeland and took up residency in
Madrid. That same year he wrote his first major composition, the one that was to
become his most famous as well, the Concierto de Aranjuez. This was first per-
formed in Barcelona on November 9, 1940 with guitar soloist Regino Sainz de la
Maza, its dedicatee. It has become the most popular concerto ever written for the
instrument. In addition it has also been choreographed, arranged for jazz and
popular ensembles, used in commercials and recorded nearly two hundred times.
The title derives from a beautiful, ancient palace of Renaissance kings (notably
Philip 1I) in the town of Aranjuez, located in the Tagus Valley between Madrid
and Toledo.

At the time of the concerto’s premiere, Rodrigo wrote that “in composing,
[he] dreams of a phantasmagorical instrument with a guitar for a soul, a piano
for a tail and a harp for wings.” Nearly a quarter of a century later, Rodrigo fol-
lowed up on this remark when the famous Spanish harpist Nicanor Zabaleta
asked the composer to arrange the concerto for his instrument. When Zabaleta
recorded the concerto in 1973, Rodrigo further remarked that even though the
guitar and the harp “have widely differing techniques ---, “they are both plucked
instruments, thus sharing the same origin in point of timbre.” He noted also that
although the sound of the guitar “is rooted in the very soul of Spanish music -,
the harp flies weightlessly and in doing so fills the air with crystalline sparks remi-
niscent of faraway suggestions.”

The first movement follows traditional sonata form procedures, though the
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expected orchestral opening tutti is replaced with the solo guitar (or harp) in ras-
guedo-like (strumming) chords. The central slow movement is infused with a lyri-
cally reflective quality of haunting beauty. The poignant, melancholic tones of
the English horn heighten this effect, sometimes considered to be suggestive of
Moorish improvisation. The final movement is built from a single, folk-like theme
first heard in the guitar (or harp), and features a rhythmic pattern combining
groups of two and three beats.

lfukube:
Ballata Sinfonica

I Prima Ballata: Allegro capriccioso
I Seconda Ballata: Andante rapsodico

Akira Ifukube: Born in Kushiro, Japan, May 31, 1914; died in Tokyo, February 8,
2006

Akira Ifukube knew from age fourteen, when he heard a performance of
Stravinsky’s Rite of Spring on the radio, that he wanted to be a composer, but
his career was first in the fields of forestry and lumber processing. Towards the
end of World War II Ifukube was directed by the Imperial Army to study the
elasticity and vibratory strength of wood. As a result of making X-ray phogto-
graphs without protection (lead was scarce during the war), he suffered radiation
exposure and was hospitalized. Upon his release, he abandoned forestry work
and became a professional composer and teacher. His first film score appeared
in 1947, which was followed by over three hundred more during the next half
century. He taught at the Tokyo University of the Arts and the Tokyo College of
Music, where he also served as president (1976-1987). Among his many students
have been Toshiro Mayuzumi, Yasushi Akutagawa, Akio Yashiro, Teizo Matsu-
mura, Minoru Miki, and Maki Ishii. In 2003 Ifukube received the Person of Cul-
tural Merit award, one of Japan’s highest honors.

Much like John Barry with the James Bond films and John Williams with
Star Wars, Akira Ifukube’s name brings the knee-jerk response of Godzilla. He
created the theme music for the first Godzilla film in 1954, along with the crea-
ture’s trademark roar and footsteps. These have been used in the many Godzilla
films that followed. Also like John Williams today, Ifukube composed much con-
cert music in addition to film scores. The Ballata Sinfonica is one of his earlier
works, dating from 1943. Ifukube wrote it in honor of his thirty-year-old beloved
older brother Isao, who, like Akira, suffered from radiation poisoning, only in Isao’s
case he did not survive. (Isao’s work involved the development of a luminescent
paint used by Japanese soldiers.)

Ballata Sinfonica has been called Ifukube’s first true masterpiece, and was
the first of his compositions to be commercially recorded. This recording, with
Kazuo Yamada conducting the Tokyo Symphony Orchestra, ensured that the
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Ballata Sinfonica would become Ifukube’s most widely heard concert work. The
first public performance was given in Hibiya Public Hall on November 20, 1943
with the same forces. The following year it won the Ministry of Education award.
The composer stated that in this work, he wished “to evoke the melodies not yet
sung but which dwell in us, the Japanese people. The first movement emphasizes
the rhythmic side and the second movement is the cantabile side.”

Erik Homenick, in his extensive online biography of the composer, notes
that “the breathtakingly energetic first movement never loses its forward momen-
tum, even during the central slower sections. When the music regains its fury to-
ward the end of the movement, the music, punched out with full orchestra, comes
to an abrupt but thrilling conclusion. The second movement is much more som-
ber, even dark, and aptly expresses the deep anguish that Ifukube felt for the loss
of his brother. The oboe is prominent here and weaves a principal melody in an
exotic tonality resembling the pentatonic iwato scale of the thirteen-string koto.
As the second movement comes to an end, the full orchestra gives an emphatic
(if frustrated) exclamation, only to quickly die down and end with three furtive,
even pessimistic, pianissimo chords.”

Ravel;
Bolero

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

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
movements such as the entrechat of classical ballet, and a sudden stop in a char-
acteristic position with one arm held arched over the head (bien parado). The
music is in moderate triple time, with accompaniment of the castanets and [char-
acteristic] rhythms.”

Ever since its premiere performance on November 22, 1928 in Paris, Ravel’s
Bolero 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 repetition 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 to 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 Bolero would survive beyond the world of the
dance, but it quickly established itself as an orchestral tour de force and has be-
come 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 32.

10/20 Promenade



	第887回 定期演奏会Cシリーズ
	Subscription Concert No.887 C Series
	第888回 定期演奏会Aシリーズ
	Subscription Concert No.888 A Series
	第889回 定期演奏会Bシリーズ
	Subscription Concert No.889 B Series
	プロムナードコンサートNo.383
	Promenade Concert No.383



