4

Tadaaki
OTAKA

Conductor

EEEA
51

©Martin Richardson

1947F4EFEN, BRNZEAS —T ANSAOEHNGEZECIA. OVFVE, OVRY:
J4)b. BBCE., N)VUVEEREREHFEMDS —T ANSICEE,

1991FEY VN —SREZE, 1997F(CFEEIUYPNIALZE R KEHEZCBEZ
B5eNfc, 1999FICEFRETIVA—BARFIIBERAIIDITIVA— - XTIV EFRSSN,
1993F FU VIV ABRBRIKZRIEZLERBDONS. VI—ILAKRZIIEERT
5. 201 256K E (NHKZERH) . 2014F16EEX(EE. 201 8FEREA[ERIUT v
7 - O5TEIFE. KIRERE. BEABEBRBENEE. 201 9FIXTGERE ¥
WPIABRREZZE, 2021F118. BHIEEZZE,

BT, NEIEEES. ABRJ/IIVEBRES. BBCUI—ILX - Fy3F)VEETIEEE.
LEREEEEE. KRRV I EBEEES. SiERETREEE. KEHN—ILENE
HREEEEEE, 2021 EN0[RREREEIVI—IL J58) | 0BAZERICHE,
BHORETREDEBHRENICITOTLD,

Tadaaki Otaka was born in 1947. He has conducted all major Japanese Orchestras. He
is also a popular figure throughout the world particularly in the UK, where he is invited as
Guest Conductor to London Symphony, London Philharmonic, and BBC Symphony,
among others. Otaka made his Proms debut with BBC National Orchestra of Wales in
1988. He also received invitations to Rundfunk-Sinfonieorchester Berlin, Bamberg Philhar-
monic and many others. In 1997, he was awarded the CBE, in recognition of his out-
standing contribution to British musical life.
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Toru Takemitsu: Three Film Scores
Jose Torres: Music of Training and Rest
Face of Another: Waltz

INIUN—7 1 E7 /13 Z=HEE3E S2.119 (1945) 269)

Bartok: Piano Concerto No. 3, Sz 119 (1945)

[ Allegretto
I Adagio religioso
I Allegro vivace
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Walton: Symphony No. 1 in B-flat minor

[ Allegro assai

I Presto con malizia

I Andante con malinconia

IV Maestoso - Allegro brioso ed ardentemente
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Mariam BATSASHVILI

Piano
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©Josef Fischnaller
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Mariam Batsashvili gained international recognition at the 10th Franz Liszt Piano Compe-
tition in Utrecht 2014. She has performed with orchestras including Netherlands Radio
Phitharmonic, Rotterdam Philharmonic, MDR Sinfonieorchester, Brussels Philharmonic,
BBC Symphony, and Royal Philharmonic under batons of conductors such as James Gaffi-
gan, Rafael Payare, and Alexander Shelley. She has been the guest of many international
festivals such as Beethovenfest Bonn and Schleswig-Holstein Musik Festival. Batsashvili
has given performances at Wiener Musikverein, Wiener Konzerthaus, Berliner Philhar-
monie, Concertgebouw Amsterdam, Mozarteum Salzburg, Elbphilharmonie Hamburg,
Southbank Centre, and Wigmore Hall, among others. Born in 1993 in Tbilisi, Georgia, she
studied at E. Mikeladze Central Music School in her hometown and Hochschule fur Musik
Franz Liszt in Weimar.
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Program notes by Robert Markow

Toru Takemitsu:
Three Film Scores (excerpts)

Jose Torres: Music of Training and Rest
Face of Another: Waltz

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

Toru Takemitsu’s enduring reputation rests not only on his substantial cata-
logue of music for the concert hall, but equally on his activity as a prolific compos-
er of high-quality film scores (nearly one hundred). The renowned director Akira
Kurosawa, whose films include Rashomon, Seven Samurai, Ikiru, Kagemusha and
Ran (the latter with a score by Takemitsu), said of the composer: “He watches my
film and bounces his musical ideas off it. This way the music can carefully enhance
the scene, but also his placement of the music gives life to things that weren’t
expressed in images alone. Through this collusion of picture and music the film
evolves to a higher realm.”

Film was an essential part of Takemitsu’s esthetic and artistic worlds for near-
ly his entire life. When traveling abroad, he made it a point to experience the films
of whatever country he was visiting, even if he did not understand the language.
Donald Richie, Japanologist and a former Curator of Film at New York’s Museum of
Modern Art, wrote that “In film Takemitsu found a structure analogous to that of
his own discipline.” Takemitsu commented that “The reason I love movies is
because I experience them as music.” At the end of his life, on his deathbed, he
wrote: “I've been ill for nine months now, and in all that time I haven’t seen a sin-
gle movie.”

The music we hear on this program constitutes two of the three numbers
derived from films that span nearly all of Takemitsu’s career as a composer of film
scores. They were assembled and published in 1994 under the title Three Film
Scores. The first performance was given by the English String Orchestra conducted
by William Boughton at the CineMusic Festival in Gstaad, Switzerland, on March 9,
1995.

From Jose Torres (1959), directed by Hiroshi Teshigahara, comes a two-part
evocation of a boxer’s world, the one a bluesy accompaniment to a training session
set amidst the seedy underside of New York, the other a poignant evocation of the
boxer at rest. From Face of Another (1966), also directed by Teshigahara, we hear
a lilting waltz touched with nostalgia. The theme of this highly acclaimed film is the
search for identity, a search carried out amidst dreamscapes and surreal images.
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Bartok:
Piano Concerto No. 3, Sz 119 (1945)

I Allegretto
I Adagio religioso
Il Allegro vivace

Béla Bartok: Born in Nagyszentmiklds, Hungary (now Sinnicolau Mare, Romania),
March 25, 1881; died in New York City, September 26, 1945

Barték’s Third Piano Concerto was virtually complete when the composer
was rushed from his New York apartment at 309 West 57th Street (near Carnegie
Hall) to West Side Hospital on September 22, 1945. Upon his death four days later,
only seventeen bars remained to be scored, a minor task undertaken by the
composer’s friend and fellow Hungarian, Tibor Serly (pronounced correctly in
Hungarian, “Sharely). “Barték wrote feverishly to the very last to complete the
Piano Concerto,” reported Serly, “and it was touching to note that he had prema-
turely scrawled in pencil the Hungarian word vege (the end) on the last bar of his
sketch copy as though he were desperately trying to reach it. On no other score
had he ever written this word.”

Bartdk’s grim outlook during his last days is totally belied by the concerto’s
open-air freshness, lyricism, ebullient moods, and air of elegant simplicity. It is
sometimes regarded as a “light” piece, especially when contrasted with the earlier
two piano concertos which are richly endowed with driving rhythms, percussive
force and dense textures. In addition, the Third Concerto is less dissonant than its
predecessors, more tonally oriented. Its sense of classical proportion, economy of
means and spare textures lend further cause to think of the work in something
approaching Mozartian terms. The world premiere was given by the Philadelphia
Orchestra on February 8, 1946, with a Hungarian conductor (Eugene Ormandy)
and a Hungarian soloist (Gyorgy Sandor).

The first movement, in sonata form, opens with a quiet ostinato in the strings,
much like Mendelssohn’s Violin Concerto. Over this the soloist spins out a long,
elegant theme in octaves, music suggestive of Hungarian folk dance. The subordi-
nate theme group (Scherzando) arrives shortly thereafter. Sweeping arpeggios in
the piano and unison woodwinds announce the development section. The recapit-
ulation begins after a series of trills on the violins.

The second movement, marked Adagio religioso, is in ternary (ABA) form.
The outer sections employ a serene, hymn-like melody treated in a manner that
strongly suggests a parallel with the slow movement of Beethoven’s String Quartet
in A Minor, Op. 132. This is the music Beethoven entitled “Holy Song of
Thanksgiving of a Convalescent to the Deity in the Lydian Mode,” written after
recovery from an illness. Barték, perhaps only in wishful thinking since he knew his
end was near, or perhaps cheered by the good news that relatives and friends had
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survived the war, incorporated this nondenominational but deeply-felt devotional
music into his last complete work. Strings play the theme in the opening section,
woodwinds in the closing section. In between these prayer-like outer sections
comes one of those remarkable pieces of “night music” Bartok wrote periodically
throughout his career — that nervous, flickering, quivering evocation of the mysteri-
ous sounds of birds, insects and rustling leaves in the dark of the night.

The finale follows without pause. It is a rondo full of strong syncopations, per-
cussive impulses, virtuosic brilliance and contrapuntal elements largely absent from
the earlier movements. Two episodes, each fugal in nature, alternate with state-
ments of the main theme. The first of these episodes is angular and spiky, the sec-
ond more lyrical and derived from the major scale. A coda of even greater brilliance
and exhilaration than what preceded brings the concerto to a spectacular close.

Walton:
Symphony No. 1 in B-flat minor

I Allegro assai

II Presto con malizia

Il Andante con malinconia

IV Maestoso - Allegro brioso ed ardentemente

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

For nearly two centuries — from the death of Henry Purcell in 1695 until the
late nineteenth century — England produced no native-born composer of note.
Then suddenly, as if to make amends for this dearth, a veritable mountain range of
exceptional talents appeared in a steady line strung out across the entire twentieth
century. One of the towering peaks in this range was Sir William Walton (knighted
in 1951), who lived nearly to the age of 81 and became known as something of a
prophet in his own land, a composer “who inspired in the British public not just
admiration or affection but real love,” as Edward Greenfield put it in his obituary in
Gramophone magazine.

Like all great composers, Walton’s music has an immediately identifiable
quality that marks it unmistakably and exclusively as his own. He never associated
with any school, esthetic cult or “ism,” nor could he be termed a radical or pioneer.
What his music does have is sensuous lyricism, a tonal orientation spiked with dis-
sonance, hard-edged brilliance, a fondness for major/minor ambiguities, and rhyth-
mic virility sometimes tinged with jazz, all qualities found in the First Symphony.

The first performance of Walton’s complete First Symphony was given on
November 6, 1935, with Sir Hamilton Harty conducting the BBC Symphony
Orchestra. (The first three movements alone had been given earlier, on December
3, 1934, with Harty conducting the London Symphony.)
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The symphony was showered with praise: “What a work, truly marvelous,”
wrote Sir Henry Wood. “It was like the world coming to an end, its dramatic power
was superb; what orchestration, what vitality and rhythmic invention — no orches-
tral work has ever carried me away so much.” To biographer Neil Tierney, it was
“an irresistibly compelling work, romantic in style and of lofty dimensions - tower-
ing to Sibelian peaks in its rugged, hostile grandeur.”

The symphony’s opening pages might well have come right out of Sibelius:
the growth of a chord (horns) over a pedal point in the timpani (B-flat), jagged
rhythmic punctuation (second violins) and a melodic idea on a single pitch repeat-
ed with increasing speed and ending in a quick flourish (oboe). Out of these mere
scraps Walton builds a movement of great tensile strength and powerful impact. It
unfolds not in the traditional manner of presenting two or three contrasting themes
followed by development and recapitulation, but more like how Sibelius once
described the symphonic process: “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 second movement is a scherzo in all but name, colored by the perfor-
mance direction con malizia (with malice). Some think the “malice” has an autobi-
ographical reference to the increasingly difficult time Walton was having with
Imma Doernberg, the first great love of his life. There is no denying the biting sar-
casm, irreverent wit, careening syncopations and pungent dissonances that pepper
the pages of this movement. It is also a tour de force of orchestral virtuosity that
keeps every member of the orchestra on his or her toes, not only for the technical
facility required but for the wildly unpredictable intrusions of an occasional 5/4 bar
into an otherwise furiously pounding triple meter. There is no contrasting Trio sec-
tion, as found in most scherzo movements, to relieve the relentless tension.

Relief comes in the third movement, which Walton marked to be played con
malincolia (a misspelling of malinconia, or melancholy). From the long melodic
line introduced by the solo flute (doloroso molto espressivo) Walton weaves a
soul-searching tapestry of inexorable organic growth, profound concentration and
inner struggle resolving in an impressive climax. Much of this elaboration of the
flute’s original line is given to the woodwinds.

The exuberant finale is in four sections, the outer two a short introduction
and a final peroration, both maestoso and festive in character. This movement
above all caused Walton no end of grief. He threw away several attempts. At the
center is a substantial fugue. The symphony’s most brilliant pages occur in this
movement, many of them suggestive of the Walton to be heard in the
Shakespearean film scores that he began writing about this time (As You Like It,
Henry V, Richard III, Hamlet) — a fitting conclusion to an English masterpiece.

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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Michiyoshi Inoue was born in Tokyo in 1946. His 1st prize at Guido Cantelli Conducting
Competition brought him attention of international music scene, and he has been a familiar
face on podiums all over the world ever since. Inoue was formerly Principal Guest Conduc-
tor of New Zealand Symphony, Music Director of New Japan Philharmonic, Music Director
of Kyoto Symphony, Principal Conductor of Osaka Philharmonic, and Music Director of
Orchestra Ensemble Kanazawa (OEK). Currently he is Conductor Laureate of OEK. He will
retire from conducting on 30 December 2024. This will be his last stage with the TMSO.
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Program notes by Robert Markow

Beethoven:
Symphony No. 6 in F Major, op.68, “Pastorale”

I Awakening of happy feelings on arriving in the country: Allegro ma non troppo
II By the brook: Andante molto mosso

I Merry gathering of country folk: Allegro

IV Thunderstorm: Allegro

V Shepherd’s song — Happy and thankful feelings after the storm: Allegretto

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

The dividing line between program music and absolute music is a thin one,
but Beethoven proved himself a master of both in his Sixth Symphony. Although
the work has been produced with scenery, with characters who move about on
stage, and as part of the cinema classic Fantasia, Beethoven took care to advise
that the symphony is “more an expression of feeling than painting.” The composer’s
own love for the pleasures of the country are well-known. The time he spent in the
woods outside Vienna offered his tortured soul precious solace and peace of mind.
To quote the composer: “How glad I am to be able to roam in wood and thicket,
among the trees and flowers and rocks. No one can love the country as I do --- In
the woods there is enchantment which expresses all things.”

The idea of depicting nature in tone was not new with Beethoven, of course.
Many composers both before and especially after him were inspired to create some of
their best music in such fashion, Vivaldi’'s Four Seasons being one of the most popu-
lar examples. The repertory of Pastoral Symphonies alone is quite impressive, includ-
ing one by Vaughan Williams (No. 3), Wilfred Josephs (No. 5), Gretchaninov (No. 2),
Glazunov (No. 7) and Don Freund. Although not a symphony in the Beethovenian
sense, one of the numbers in Handel’'s Messiah is entitled “Sinfonia pastorale.”

The symphony received its first performance in Vienna as part of that incredi-
ble marathon concert of December 22, 1808 at the Theater an der Wien, an all-
Beethoven concert that also included the Fifth Symphony, Fourth Piano Concerto,
Choral Fantasy and some vocal and choral music.

The symphony’s opening places us immediately in relaxed, beatific surround-
ings. The day is sunny, warm, and abounding in nature’s fragrances and gentle
breezes. But aside from conjuring nature imagery, the music is remarkable for its
motivic writing — virtually the entire movement is built from tiny musical cells
found in the first two bars. Entire phrases and sentences are often formed from
these motivic ideas repeated again and again.

The second movement invites contemplation. To Donald Francis Tovey, this
is “a slow movement in full sonata form, which at every point asserts its deliberate
intention to be lazy and to say whatever occurs to it twice in succession, and which
in doing so never loses flow or falls out of proportion.”
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The Sixth is the only symphony in which Beethoven departed from the four-
movement format. The remaining three movements are played without interruption.
Rough, peasant merry-making and dancing are portrayed, but the boisterous festivi-
ties suddenly stop when intimations of an approaching storm are heard. There is
not much time to take cover; a few isolated raindrops fall, and then the heavens
burst open. Timpani, piccolo and trombones, all hitherto silent in the symphony,
now make their entrances. Storms have appeared frequently in musical composi-
tions (in Verdi’'s Otello and Rigoletto, Wagner's Flying Dutchman, Strauss’s Alpine
Symphony, Berlioz’ “Royal Hunt and Storm” from The Trojans, etc.), but few have
surpassed Beethoven’s in power and fury.

With the tempest over, a shepherd’s pipe is heard in a song of thanksgiving for
the renewed freshness and beauty of nature. Timpani and piccolo withdraw, but the
trombones, whose sonority was traditionally associated with sacred music until well
after Beethoven’s era, are retained. The joyous hymn is taken up by the full orchestra
as if, to quote Edward Downes, “in thanks to some pantheistic god, to Nature, to the
sun, to whatever beneficent power one can perceive in a universe that seemed as
dark and terrifyingly irrational in Beethoven’s day as it can in ours. That a man of
sorrows and self-centered miseries like Beethoven could glimpse such glory and, by
the incomparable alchemy of his art, lift us to share his vision, even if only for a few
moments, is a miracle that remains as fresh as tomorrow’s sunrise.”

Shostakovich:
Symphony No. 6 in B Minor, op.54

I Largo
I Allegro
Il Presto

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

Nearly every one of Shostakovich’s fifteen symphonies offers something
strange, special or unique. In the case of the Sixth, the most outstanding feature is
its formal design: a long, slow opening movement that lasts longer than the two
remaining quick movements combined. The use of a slow opening movement in a
symphony was not without precedent — Haydn’s No. 49 (La Passione) or Mahler’s
Tenth, for examples — but to follow such a grave, solemn movement with two
lightweight, almost frivolous movements showed once again that Shostakovich was
as unpredictable as he was talented. When the first performance was given in
Leningrad on November 21, 1939, the public generally felt let down by this seem-
ingly abstract work (many were expecting a grandiose tribute to Lenin), and the
symphony was received coolly, particularly within the context of other musico-his-
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torical works heard during the two-month Festival of Soviet Music — works like
Prokofiev’'s Alexander Nevsky and Yuri Shaporin’s On Kulikov Field.

The slow pace, deep melancholy, spaciousness of design, and subdued colors
of the Sixth Symphony’s opening movement would be repeated in later symphonies
(Nos. 8, 10, 11 and 13), but never again did Shostakovich resort to the peculiar for-
mat of a slow movement followed by two quick ones, a format that some have
called “top heavy.” There is, however, a well-known precedent for this dramatic
plan, that of Beethoven’s Moonlight Sonata. Widely differing interpretations
attempt to account for this unorthodox design. Some see in it the forced union of
completely different ideas; others look at it as simply two sides of the same coin, or
two different aspects of human nature. A totally different approach might be to
think of the standard four-movement layout without a first movement.

Throughout the brooding, austere first movement we find a fascinating inter-
play of themes, intervals and even trills, all used as elements in a slowly shifting
musical kaleidoscope. At times the texture is contrapuntal (several melodic strands
in different voices woven together); at other times we find examples of
Shostakovich’s predilection for writing long, quiet, almost breathless passages in
which a solo instrument (or pair) weaves a slow melody over a nearly static
accompaniment: piccolo, flute(s), oboe, English horn, violins, and even timpani are
all heard in this manner over the span of this long movement.

The funereal spell of the first movement is broken by the second, which is
lively and rhythmic throughout, becoming sardonic, even grotesque at times.
Special instrumental effects include solos by the high-pitched E-flat clarinet, a duet
for flute and bass clarinet, bone-rattling outbursts from the xylophone, and a hilari-
ous theme played by three bassoons in unison.

The finale flies along at breakneck speed, a test piece of orchestral virtuosity.
Folklike elements, marches, and saucy tunes intrude from time to time. Annotator
David Hall has termed this finale ““public square’shostakovich, trivial but enjoyable
for all that, winding up with a marching tune that might well accompany a
Komsomol parade down Red Square.”

Various Soviet critics have had a hand in expressing the “meaning” of the
Sixth Symphony. David Rabinovitch sees the work as follows: “An abruptly con-
trasting change of diametrically opposed mental states is the essence in
Shostakovich’s conception. Memories of the past and youthfully ebullient, optimis-
tic concepts of reality mingle in the symphony.” Genrikh Orlov offers an all-
embracing viewpoint, in which he believes Shostakovich “compares images of non-
entity, the debauchery of evil powers, with exuberant cheerfulness, thereby sug-
gesting the inexhaustible wealth of life. He reminds us that “in life, as in
Shakespeare’s tragedies, good and evil, beauty and ugliness, nobility and baseness,
life and death - all are neighbors. This thought expressed relentlessly, powerfully
and topically, makes Shostakovich’s Sixth Symphony one of the most sensitive and
original works of the Soviet Symphony.”

For a profile of Robert Markow, see page 15.
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