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Eliahu Inbal was born in Israel in 1936. He held numerous chief posts with orchestras such
as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester Berlin, Teatro la
Fenice di Venezia, and Czech Philharmonic. He was appointed Conductor Laureate of To-
kyo Metropolitan Symphony Orchestra in 2014. Many CDs of live performances by Inbal and
TMSO are winning great acclaim. He was decorated by French and German Government, and
by the cities of Frankfurt and Wien.
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Shostakovich: Symphony No. 7 in C major, Op. 60, “Leningrad”

[ Allegretto

I Moderato (poco allegretto)
I Adagio

IV Allegro non troppo
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Program notes by Robert Markow

Shostakovich:
Symphony No. 7 in C major, Op. 60, “Leningrad”

I Allegretto

I Moderato (poco allegretto)
Il Adagio

IV Allegro non troppo

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

On June 22, 1941, Hitler's army crossed the Russian border and headed for
Leningrad, determined to bring the city to its knees. Evacuation was carried out
on a massive scale, while those who remained were put to work fortifying the
city. Dmitri Shostakovich, at the age of 34 and already among Russia’s most
famous composers, was one of those who chose to stay. Having been turned
down for requests to be sent to the front and to work in the civilian guard, he
finally landed a position in the fire fighting regiment. The Germans reached
Leningrad in early September. Bombs and shells fell on civilians and military tar-
gets alike, and the city settled in for a siege of nearly 900 days. By October con-
ditions were so bad that the composer had no choice but to leave. He retreated
to Kuibyshev, where the symphony was completed in December.

Against such a dramatic, traumatic background, the music Shostakovich wrote
at this time was inevitably closely linked to live events. He dedicated the sym-
phony to his native city, but the music spoke to Russians everywhere — indeed,
to the entire Allied world in its struggle against and defiance of the German
onslaught. The composer had wanted the world premiere to go to the Leningrad
Philharmonic, but wartime conditions ruled out that possibility unequivocally.
The premiere went instead to the Bolshoi Theater Orchestra of Moscow, which
was also in Kuibyshev at the time, on March 5, 1942 with Samuil Samosud con-
ducting. A performance in Moscow was given later in the month.

Rarely in the history of music has a classical composition, especially a large-
scale symphony, been used as an instrument of propaganda to the extent
Shostakovich’s Seventh has. With wartime emotions at feverish pitch, the sym-
phony became an instantaneous symbol of courage, defiance, heroism and pro-
jected victory. People rallied to the symphony much in the manner that they ral-
lied around their flags. At the first Moscow performance the audience even
ignored an air raid siren while they cheered the music to the rafters in a twen-
ty-minute ovation.

Today, more than three quarters of a century after its premiere, the symphony
has lost most of its appeal as a propaganda tool, particularly its potential to stir
the spirits of men at war. But in a larger context, Shostakovich was dealing with
humanitarian values and feelings beyond those of a single wartime struggle. “I
did not intend to describe war in a naturalistic manner,” he wrote. “I was trying
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to present the spirit and essence of those harsh events. ... I was guided by a great
love for the man in the street ... love for people who have become the bulwark of
culture, civilization and life.”

The symphony opens with a grand, broadly-spaced theme in C major express-
ing great confidence and purpose. The second theme is a lyrical, relaxed, rather
nostalgic idea sung by violins against an undulating background of strings. So far
the movement is unfolding in the standard procedure of a classical sonata-allegro
design, with two themes of contrasting character and tonality. But instead of
developing these themes, as would be customary, Shostakovich introduces a
new, march-like tune that will be played twelve times in succession over a rhyth-
mic accompaniment in the snare drum. It all begins innocently enough, with the
tune assuming a jaunty, happy-go-lucky air in its first few presentations, but
growing slowly, inexorably, to its ultimate, terrifying expression of a monster out
of control, consuming all in its path. Though Shostakovich denied that this pas-
sage had any specific programmatic reference, it is sorely tempting to see in this
musical juggernaut the image of German hordes advancing on Leningrad, grow-
ing from an ill-defined speck in the distance to a gigantic, malevolent force tow-
ering over the besieged city. Obviously though, the music can be interpreted in
musical terms as the growth of any kind of force or presence. At the height of the
relentless musical onslaught, the symphony’s grand opening theme, now in C
minor, bursts into the pandemonium in a heroic gesture of defiance, signaling
structurally the beginning of the recapitulation and symbolically the rout of the
enemy.

Following the emotional trauma of the twenty-five-minute opening movement,
relief comes in the form of a relatively relaxed and gentle second movement. The
opening theme has a dancelike quality, the second a soulful, folksy character.
The latter is heard initially in the oboe, later in the English horn, and towards the
end of the movement in one of the longest solos ever written for bass clarinet.
The central, scherzo-like section is more assertive, perhaps as a reminder of the
reality of wartime conditions.

The third movement moves through a wide range of emotions, beginning with
an unsettling progression of dissonant chords for winds in alternation with a
declamatory statement from the unison violins. The solo flute, joined eventually
by a second in duet, weaves a lonely course in a varied version of the violin
statement. The heavy brass and drums join in for the dramatic, turbulent central
passage full of syncopated rhythms and jagged melodic lines. The symphony’s
most beautiful moment occurs near the end of this movement in a song of con-
soling tenderness sung by the violas.

The finale returns to the restless agitation of a wartime mentality, but eventu-
ally resolves into a proclamation of heroic strength and ultimate victory.

For a profile of Robert Markow, see page 18.
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Shostakovich: Piano Concerto No.2 in F major, op.102
I Allegro

I Andante
I Allegro
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Alexandre Tharaud was born in Paris in 1968. He studied at Conservatoire de Paris. Tharaud has
been invited to play with orchestras including London Philharmonic, Royal Concertgebouw Or-
chestra, and Symphonieorchester des Bayerischen Rundfunks. He has performed at Théatre des

Champs-Elysées (Paris) and Musikverein (Wien) among others. His festival appearances include
BBC Proms and Aix-en-Provence. Tharaud recorded many CDs, which are highly regarded.
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Program notes by Robert Markow

Shostakovich:
Piano Concerto No.2 in F major, op.102

I Allegro
I Andante
I Allegro

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

Shostakovich wrote this light-hearted, carefree work in early 1957 for his son
Maxim, who was just eighteen at the time and a student at the Moscow Con-
servatory. (He later went on to an international career as conductor and pianist.)
Maxim performed the solo part in the world premiere on the occasion of his
nineteenth birthday, on May 10. Years later, history repeated itself when Maxim’s
own son in turn, Dmitri Jr., filled the same role in a recording by I Musici de Mon-
tréal on the Chandos label, with Maxim now on the podium.

The concerto fairly bubbles over with youthful high spirits. Though highly
extroverted and superficially virtuosic much of the time, it is not particularly dif-
ficult in a technical sense. Shostakovich was careful to write music playable by a
young performer. The finale even contains a joke in the form of a passage from
the famous (or infamous!) Hanon five-finger exercise book known to nearly every
young pianist. Elsewhere are suggestions of other routines aspiring pianists have
to practice: scales, arpeggios, chords, repeated notes, octaves, etc., all cleverly
disguised in Shostakovich’s concerto as “real” music. The opening passage for
the soloist is a comically rigid line so simple that a child could play it. This is
followed by more difficult writing, a zippy tune that suggests to some listeners
a child’s toy shop and to others an American ditty “What Shall We Do with the
Drunken Sailor?” The two styles alternate and even combine at times throughout
the movement, always with prankish good humor and ebullient effect. The slow
movement simmers down for a sweetly sentimental interlude. Without pause
comes the vivacious finale, whose most notable feature is its second theme set to
a lopsided rhythmic pattern in 7/8 meter.
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Berlioz:
Symphonie Fantastique, op.14

I Reveries, Passions Largo - Allegro agitato e appassionato assai
I ABal Valse, Allegro non troppo

I Scene in the Country Adagio

IV March to the Scaffold Allegretto non troppo

V Dream of a Witches’ Sabbath  Larghetto - Allegro

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

“All modern programmists have built upon him - Liszt, Richard Strauss and
Tchaikovsky. Wagner felt his influence. ... He is the real beginner of that inter-
penetration of music and poetic idea which has transformed modern art.” Thus
did the British musicologist Ernest Newman eulogize Hector Berlioz, whose Sym-
phonie fantastique stands at the pinnacle of the genre known as the “program
symphony.” By the composer’s own admission, Goethe’s Faust contributed to the
inspiration that produced the Symphonie fantastique. The power and originality
of Beethoven’s symphonies, especially the Eroica, and the depth of vision em-
bodied in the Shakespeare plays also fed Berlioz’ emotional and psychic appetite.

But by far the strongest and most direct influence on the composition of the
symphony was a young Shakespearean actress, Harriet Smithson, who appeared
in Paris as Ophelia and Juliet in productions by a touring company from Eng-
land. When Berlioz first saw her on stage on September 11, 1827, he was so
overwhelmed and consumed with passion for her that he became like a man pos-
sessed. His physical and mental turmoil are extravagantly expressed in numerous
letters, from which the following excerpt is characteristic: “I am again plunged
in the anguish of an interminable and inextinguishable passion, without motive,
without cause. ... I hear my heart beating, and its pulsations shake me as the pis-
ton strokes of a steam engine. Each muscle of my body shudders with pain. In
vain! ‘Tis terrible! Oh unhappy one!” All this, three years after he had first laid
eyes on Harriet, and Berlioz still hadn’t met her face to face!

In a heroic gesture designed to attract her attention to his burning love, this
most romantic of Romantics wrote his Fantastic Symphony: Episode in the Life
of an Artist to prove to her that he too was a dramatic artist. The performance
took place on December 5, 1830, though Harriet apparently was unaware of the
event. Two years later, Berlioz revised the symphony and created a long sequel,
Lélio, or The Return to Life, preceded by an extended spoken monologue. He
mounted a production of this triple bill, contriving through friends to have Harriet
in attendance this time. This event took place on December 9, 1832. The ruse
worked: Berlioz eventually met Harriet and married her a few months later, but it
was not a happy union, and they separated after a decade, by which time Berlioz
already had a mistress.

The most prominent autobiographical element of the score is the use of the
idée fixe, a melody that recurs throughout each of the five movements in vary-
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ing guises — fervent, beatific, distant, restless, diabolical, etc., depending on the
changing scene. This idée fixe (a term borrowed not from music but from the
then-new science of psychology) actually operates on two levels, for it can also
be regarded as a quasi-psychological fixation that possesses the music as it pos-
sesses the thoughts of the artist of the program.

The drug-induced fantasy world of the symphony is only one of its unusual
and original aspects. Not just the content, but the degree of detail Berlioz provid-
ed paved the way for the tone poems of Liszt and Strauss. Another novelty was
the use of the orchestra as a giant virtuoso instrument for the conductor to play
upon. (The concept of conducting as a role apart from instrumental participa-
tion was still in its infancy.) But above all, it is the myriad examples of orchestral
effects and tonal colors that make this work so endlessly fascinating: the other-
worldly wisps of sound high in the violins in the slow introduction; the distant,
plaintive oboe and English horn calls, and the threatening thunderstorm heard
on four differently-tuned timpani in the third movement; the terrifying brass and
drum effects in the March; the grisly scraping and twittering in the introduction of
the last movement, followed by the diabolical parody of the idée fixe in the high
E-flat clarinet accompanied by a galloping figure on four bassoons; then comes
the Dies irae theme in the tubas, accompanied by deep bells. The list could go
on and on ...

Here are some of Berlioz’ own descriptive comments about each movement:

I. “A young musician of morbidly sensitive temperament and fiery imagination
poisons himself with opium in a fit of lovesick despair. [It] plunges him into a
deep slumber during which his sensations, his emotions, his memories are trans-
formed in his sick mind into musical thoughts and images. He recalls first that
soul-sickness ... then the volcanic love, his frenzied suffering, his jealous rages, his
returns to tenderness.

II. “He encounters the loved one at a dance.

IT. “One summer evening in the country ... the scenery, the quiet rustling of
the trees all concur in affording his heart an unaccustomed calm.

IV. “He dreams he has killed his beloved, that he is condemned to death and
led to the scaffold.

V. “He sees himself in the midst of a frightful troop of ghosts, sorcerers, mon-
sters of every kind. Strange noises, groans, bursts of laughter, distant cries. The
beloved melody appears again... it is she, coming to join the Sabbath. She takes
part in the devilish orgy.”

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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Program notes by Robert Markow

Schubert:
Symphony No.7 in B minor, D759, “Unfinished”

I Allegro moderato
I Andante con moto

Franz Peter Schubert: Born in Vienna, January 31, 1797; died in Vienna, Novem-
ber 19, 1828

Despite much scholarly research, we still do not know for certain why Schu-
bert’s B-minor Symphony lies unfinished. Numerous stories and theories, many
of them romantically-tinged, have been advanced to explain the mystery: that
Schubert lost interest, that he forgot about it, that he saw no possibility of perfor-
mance, that the remaining movements were lost, that the symphony is complete
in its two-movement format, and so on. Evidence strongly suggests that Schubert
deliberately, though reluctantly, abandoned the project when he realized that he
could not write a third and fourth movement on the same exalted level as the
first two. Supporting evidence includes the fact that there exists a large number
of other unfinished works from the same period of Schubert’s life (many of them
in minor keys), and that all Schubert’s preceding symphonies, as well as the
Great C-Major that followed, are in four movements. Furthermore, we now know
that an almost complete, notably inferior Scherzo for the B-Minor Symphony was
sketched out for piano, with nine bars orchestrated. Schubert realized that he was
charting a new course at this point in his creative life, and that this new sym-
phony would have to take into account what Beethoven had done in symphonic
thought. Uncertain of how to proceed, he abandoned the symphony, unfortu-
nately forever.

Schubert worked on the B-minor Symphony in the fall of 1822, then put it
aside to devote his attention to the Wanderer Fantasy. When the Styrian Music
Society of Graz conferred on him an honorary diploma (a rare public recognition
of Schubert’s achievements in his lifetime) in April of 1823, Schubert offered the
incomplete symphony to the Society as a token of gratitude. In all likelihood he
still intended to complete the symphony, but wanted the Society to have a new
work of substantial proportions, even if still incomplete. The Symphony then
passed into private hands and did not resurface until 1860, 32 years after the
composer’s death. Five more years passed before the symphony received its first
performance, which Johann Herbeck conducted in the large Redoubtensaal in Vi-
enna’s Hofburg.

Melancholy, yearning and sadness seem to pervade the music, relieved by pe-
riodic episodes of gorgeous melody. The symphony opens in dark mystery with
a theme in the low strings. Softly murmuring violins continue, the line decorated
by oboe and clarinet. Cellos sing — and that is the only word for it — the lilting,
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waltz-like second subject. These ideas are later developed and build to a pow-
erful climax. The second movement opens with a theme of angelic sweetness,
followed by a plaintive, slowly rising theme in the clarinet. Twice this material
builds to stormy emotional heights. The movement closes in a haze of seraphic
serenity.

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 indiffer-
ent orchestra, 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.” At
the second performance, three weeks later, conducted by Eduard Napravnik,
the symphony left a powerful impression. But the composer was dead — his
Symphonie pathétique had become his swan song.

So firmly entrenched in the public consciousness has this symphony’s sub-
title become that the work is often referred to only as “The Pathétique.” Yet,
just one day after naming the symphony, Tchaikovsky tried to get his publisher
Jurgenson to remove it. But Jurgenson, no doubt with an eye towards the sales
potential of such a catchy title, let the work go out as “Symphonie pathétique,”
and the name 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.” The Russian patetichesky refers to something passionate, emotional,
and, as in the original Greek, having overtones of suffering.

Much conjecture has surrounded the “program” of this symphony. While
working on it, the composer wrote to his nephew Vladimir Davidov that “the
program will be of a kind that will remain an enigma to all — let them guess
... This program is saturated with subjective feeling ... while composing it in
my mind I shed many tears.” Tchaikovsky at first 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
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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.

Death seems to lurk in much of the work. The words “death” and “dying”
occur in a letter Tchaikovsky wrote explaining the plan of the symphony. Some
listeners hear an expression of a hypersensitive artist given to alternating moods
of exaltation and dejection, and try to follow each emotional state in the music
as a mirror of the composer’s soul. Predominantly dark orchestral colors, the fre-
quent use of sinking themes and downward scales, the minor tonality, outbursts
of deflance and poignant dissonances all contribute to Tchaikovsky’s expressive
purpose. Other listeners take their cue from critic Philip Hale, who wrote, “Here
is a work that, without a hint or a suggestion of a program, sums up in the most
imaginative language the life of man, with his illusions, desires, loves, struggles,
victories, unavoidable end.”

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 clarinet and bass clarinet bring this theme down to the limits of
audibility ... a crash abruptly shatters the mood, and the development section
ensues, one of the most violent and ferocious passages Tchaikovsky ever wrote.
A brief recapitulation is followed by a consoling coda.

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
heartthrob of double basses eventually ceases and the symphony dies away into
blackness ... nothingness ...

For a profile of Robert Markow, see page 18.
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