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Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR Elbphil-
harmonie Orchester, Music Director of Royal Swedish Opera, and Conductor Laureate
of Royal Stockholm Philharmonic. He was also Music Director of New York Philharmonic
between 2009 and 2017. Gilbert makes regular guest appearances with orchestras
including Berliner Philharmoniker, Royal Concertgebouw Orchestra, Sachsische Staats-
kapelle Dresden, Gewandhausorchester Leipzig, Orchestre de Paris, Cleveland Orches-
tra, Boston Symphony, and Philadelphia Orchestra. He has appeared at Metropolitan
Opera, LA Opera, Teatro alla Scala, Semperoper, and Opernhaus Zurich, among others.
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Daishin KASHIMOTO
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Both as the soloist of international orchestras and as a sought-after chamber musician,
Daishin Kashimoto is a regular guest of major concert halls around the globe. The tre-
mendous wealth of experience gained in over 15 years as first concert master of Berliner
Philharmoniker benefits him in his equally adept role as a soloist, where he plays a wide
repertoire ranging from classical to new music. Kashimoto has appeared with Boston
Symphony, Orchestre National de France, Symphonieorchester des Bayerischen Rund-
funks, Orchestre de la Suisse Romande, and St. Petersburg Philharmonic under conduc-
tors such as Jansons, Ozawa, Maazel, P. Jarvi, and Harding. As a chamber musician he
has appeared alongside Argerich, Andsnes, Pahud, T. Zimmermann, Bronfman, and
Lifschitz, among others. He plays on a del Gesu 1744 “de Beriot” kindly loaned by Crystco,
Inc. and its chairman Mr. Hikaru Shimura.
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Amihai GROSZ

Viola
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Amihai Grosz, who switched from violin to viola at the age of eleven, studied under David
Chen at Jerusalem Academy of Music, under Tabea Zimmermann at Hochschule far
Musik Hanns Eisler, and under Haim Taub at Keshet Eilon Music Center. He, a recipient
various scholarships and prizes early on, was a member of the Young Musicians Group of
Jerusalem Music Center, and played for many years in the famous Jerusalem Quartet. In
2010, Grosz then became a member of Berliner Philharmoniker. In addition, he is a
sought-after soloist — not only with Berliner Philharmoniker — and has worked with con-
ductors such as Zubin Mehta, Tugan Sokhiev, Klaus Makeld, Daniel Barenboim and Sir
Simon Rattle.
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Program notes by Robert Markow

lves (arr. by Brant):
The Alcotts from A Concord Symphony

Charles Ives: Born in Danbury, Connecticut, October 20, 1874; died in New York
City, May 19, 1954

Charles Ives was tough, uncompromising, iconoclastic, idealistic, intrepid, and
independent-minded. Small wonder, then, that he came to be generally regarded
not only as the father of nearly everything American in American music, but as the
father of nearly everything modern in modern music as well. The Concord Sonata,
originally written for solo piano, ranks among his greatest works, yet, like most of
his other compositions, it waited inordinately long to be heard — nearly a quarter
of a century after its completion in 1915 (Ives had been working at it off and on for
more than a decade, and he continued making revisions until 1947). John
Kirkpatrick gave the first public performance of the complete work in Town Hall,
New York City, on January 20, 1939.

Ives described his sonata as “an attempt to present one person’s impression
of the spirit of transcendentalism that is associated in the minds of many with
Concord, Massachusetts” (during the mid-nineteenth century). Each of the four
movements is named after a major American literary figure: Emerson, Hawthorne,
the Alcotts (Louisa May and her father Amos Bronson), and Thoreau.

The massive textures, complex polyphony, frightening technical challenges
and vast range of dynamics and colors in Ives’s Concord Sonata all lend the work
to orchestral transcription. In fact, Ives initially conceived each of the four move-
ments for larger instrumental forces. Between the years 1958 and 1994, Canadian-
born (Montreal) American composer, orchestrator, arranger, pianist, and conductor
Henry Brant (1913-2008) brought Ives’s vision into reality, and conducted the
world premiere in Ottawa with the National Arts Centre Orchestra on June 16,
1995. Composer and musicologist Kyle Gann calls it “a new Ives symphony, with
far more chamber-like orchestration than his other symphonies, as was necessary to
bring the pianistic content across. It is ... faithful to the original with a devotion and
intelligence that go beyond mere transcription.”

Ives described the Alcotts movement as follows: “Concord village, itself,
reminds one of that common virtue lying at the height and root of all the Concord
divinities. As one walks down the broad-arched street, passing the white house of
Emerson — ascetic guard of a former prophetic beauty — he comes presently
beneath the old elms overspreading the Alcott house. It seems to stand as a kind of
homely but beautiful witness of Concord’s common virtue. ... And there sits the lit-
tle old spinet-piano Sophia Thoreau gave to the Alcott children, on which Beth
played the old Scotch airs, and played at the Fifth Symphony.” Ives himself record-
ed this movement, available on a CRI CD entitled Ives Plays Ives.
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Mozart:
Sinfonia concertante for Violin and Viola
in E-flat major, K.364 (320d)

I Allegro maestoso
I Andante
Il Presto

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

A sinfonia concertante is essentially a classical concerto for multiple soloists
(usually two to four). Its distinction from the Baroque concerto grosso lies in its
form and its use of the orchestra more as accompanist than as an equal and oppos-
ing partner to the soloists. Paris in the late eighteenth and early nineteenth centu-
ries could claim the richest musical life of any city in Europe. Hundreds of fine
instrumentalists clamored for concertos to display their talent. To satisfy this
demand, and the demand of the paying public as well to hear these soloists in
tuneful music, composers turned out concertos that featured several, often diverse
instruments at a clip. This music was overtly fashionable, and was written solely to
please an adoring public. Consequently, most of it is of little value, and very few of
the six hundred or so sinfonias concertantes survive today. The sinfonia concer-
tante was essentially a Parisian phenomenon; hence, the French spelling sym-
phonie concertante is really more appropriate than the Italian sinfonia concer-
tante. Common usage dictates the Italian for the work on today’s program, and
French for Mozart’'s Symphonie concertante for winds.

Standing head and shoulders above all others in the entire genre is Mozart’s
Sinfonia concertante for violin and viola, K. 364, a masterpiece worthy to rank
with his greatest piano concertos. It is a work of unusual depth of expression, elo-
quence, and breadth of scope. It was composed, oddly enough, after (not during)
Mozart’s extended sojourn in Paris in the late 1770s. Also odd is the lack of infor-
mation regarding its composition and premiere. We do not know for whom it might
have been written, only that it dates from the latter half of 1779 in Salzburg.

The Sinfonia concertante opens with a maestoso call to attention for full
orchestra, a sound that strikes us immediately as being unusually full, rich and
indicative of the breadth that will characterize the entire movement. Part of this
richness is due to the use of a divided viola section, giving more weight and color
to this warm-hued instrument. A world of contrasts is presented in the long orches-
tral introduction: full orchestra vs. selected elements, loud vs. soft, chordal texture
vs. arpeggiated figuration, string sonorities vs. winds, stern military bearing vs.
ardent lyricism. The soloists enter in octaves on a sustained E-flat, followed by a
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descending scale — a passage often described as one of “piercing sweetness.”

A profusion of thematic ideas is found in this movement. The soloists retain
most of these for themselves; in fact, the movement is notable for this very lack of
sharing of ideas between soloists and orchestra. (The orchestra too has its quota of
unshared material.) But the soloists certainly share with each other, displaying
absolute artistic parity throughout. Each in turn takes the lead, each expresses itself
fully, gives its partner a say, then joins in simultaneous dialogue. The course and
variety of these dialogues provides a source of endless fascination.

The Andante is one of Mozart’s most poignantly expressive movements, dark-
ly scored, and spiritually related to the great arias of tragic bearing in the operas.
The key is C minor, rarely used in Mozart’s day except for music of extreme pathos
and intensity of emotional outpouring. The first principal idea is stated at the out-
set, then developed by the soloists; the second, also introduced by the orchestral
strings, is one of Mozart’s most ravishingly beautiful and elegiac themes.

The third movement is a rondo, as are nearly all classical concerto finales.
Though joyous and often exuberant, it is still colored by the nobility and dignity of
the former movements. Pairs of oboes, sometimes with horns, offer periodic com-
mentaries. Unusually for a rondo movement, there is no episode in a minor key for
contrast, but such has been the wealth of other kinds of contrasts in this remark-
able work that the episode is scarcely missed. The Sinfonia concertante closes
with the same self-assurance and grandly maestoso character with which it began
more than half an hour earlier.

Beethoven:
Symphony No.5 in C minor, op.67

I Allegro con brio

I Andante con moto
Il Allegro

IV Allegro

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

Every time Beethoven’s Fifth, the world’s most famous symphony, appears on a
program, some voices in the audience will probably be heard muttering, “What, the
Fifth again?” Others will use this as an opportunity to reacquaint themselves with a
work they know only slightly. And still others, probably the majority, will gladly wel-
come the Fifth again as an old friend, eager to delve deeper into its mysterious work-
ings, eager for renewed spiritual nourishment, eager to learn what interpretative
insights the conductor will bring to the work and to judge the performance against a
background of innumerable previous performances, live and recorded, which the lis-

7/15 C Series & 7/16 Special



tener may already know. “Masterpieces are capable of infinite self-renewal,” as critic
Lawrence Gilman used to say. To Robert Schumann, “no matter how frequently
heard, whether at home or in the concert hall, this symphony invariably wields its
power over men of every age like those great phenomena of nature that fill us with
fear and admiration at all times, no matter how frequently we may experience them.”

Beethoven wrote his Fifth Symphony intermittently between 1804 and 1808,
with most of the work accomplished in 1807. The first performance took place in
Vienna’s Theater-an-der-Wien on December 22, 1808. Today, more than two hun-
dred years later, and with countless performances behind us, Beethoven’s Fifth has
not lost its power to shock and awe. Concertgoers who believe that music must
have a nice tune to be viable need only remind themselves that, although the first
movement contains not a single melody, it may well be the most universally recog-
nized piece of classical music ever written. Additional forward-looking elements
found in the Fifth include demands for a greater degree of technical proficiency
from the musicians than in most any previous symphony, solo material for nearly
every instrument, the innovative use of the piccolo, contrabassoon and trombones
in purely symphonic music (though they had long been employed in opera orches-
tras), and the linking of movements in the scherzo-to-finale.

The opening movement consists almost entirely of an intense, concentrated
onslaught of a four-note rhythmic cell that unfolds with unparalleled energy and
can leave an audience gasping under its emotional impact.

The second movement provides all the melody the first movement lacked. It is
in double variation form, meaning that Beethoven alternates two different themes (a
favorite device of Haydn, a composer Beethoven adored). The first is the consoling
subject presented in the opening measures by violas and cellos, the second is heard
initially in clarinets and bassoons in Beethoven’s familiar militaristic vein.

Beethoven did not call the third movement a scherzo, as he had in some of
his previous symphonies, but it is one in all but name with its insistent pulsation in
rapid triple meter. The “ta-ta-ta-taaah” motif of the first movement was not absent
in the second (it could be heard embedded in the second, militaristic theme), but in
the third it returns with a vengeance, blared forth first by the horns, then the full
orchestra. The contrast provided by the central trio section could not be greater,
the music infused with Rabelesian jollity.

The emotional peak of the symphony arrives in the finale. Traditionally, the
finale represented merely a lightweight, festive ending. But in the Fifth, the finale
assumes a new role, acquiring the status of triumphal solution, the grand peroration
that resolves conflicts and tensions of the preceding movements. Hector Berlioz,
always one to respond to innovative genius, is reported to have met his former
teacher, the French composer Frangois Lesueur, after a performance, whereupon
Lesueur exclaimed: “It moved and excited me so much that my head was reeling.
One should not be permitted to write such music.” “Calm yourself,” replied Berlioz;
“it will not be done often.”

For a profile of Robert Markow, see page 45.
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Tue. 23 July 2024, 14:00 at Suntory Hall
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Subscription Concert No.1005 A Series
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Wed. 24 July 2024, 19:00 at Tokyo Bunka Kaikan

5E @ 75\/:\:\‘) L/ \\\—|\ Alan GILBERT, Conductor
IVRSNZ @ N 5 Hiroshi IKEMATSU. Contrabass
VY-~ RT— @ KEGZESL Tatsuya YABE, Concertmaster

NI - UVRR)UA T EXPO (2009) (10%)

Magnus Lindberg: EXPO (2009)

TIRe7Z)UR- bt VTN ABZERE ETW22 (1948) (199)
Eduard Tubin: Double Bass Concerto ETW22 (1948)

Allegro con moto - Andante sostenuto - Allegro non troppo, poco marciale

K& / Intermission (20 %)

ULRF—=)LT 07 TEHEHE (VIANSY—R) op35 4en)

Rimsky-Korsakov: Sheherazade, op.35
(IPAFUMZE REGES Tatsuya YABE, Violin Solo)

[ Largo e maestoso - Allegro non troppo BEVVRNYRODM
I Lento - Andantino - Allegro molto HSVT—IVEFDYEE
I Andantino quasi allegretto BOEFEEL
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N="/FHFEFT Naoko YOSHINO, Harp)
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O e ARYPIEEE) Tl FIT
BhAL e @onfiswezESE Waslsss) ) | VAIVTSU—ETOTLE
WIATBUEABAREM S LIRER (7/24) ZNx A8 (0
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Hiroshi IKEMATSU

Contrabass
Principal Contrabass of TMSO

YL /NP

aAVRSNR
HEEHFEIVNS/I\NAEE

1964F TS VIEFEN, 19RLI VNI NAZRD D, ARZEAFEZE, NHK
RERXTEREEZRT. 2006FREEHICT2—I—FVIBE Z21—I—-35
VRREXMBEREEEZHDD. 2014F(CFE. REFRRETERXTERES.
NETIC7/DVO - ZILNLZEUU—R, fCBHR—IVEREZEH. UM VEBEN
BOA—TANS, KFEARBKED., YAhD - F2V - F—TARSDAYN—,

BREDEE(CHNZANTESY ., RE. RREMAZEE. BUBRAFEELH.
FIERAY, AFURX, R=SUR, F—ANSUP, hEREBHOIVT—)L, SF
EOEERZ(CBHINIRYI —ISAZTO>TVD, FERTIWHBIET, 2013F-1—
I=SUR-FaF - TSAT1vI VT - RPR=EB.

Hiroshi lkematsu was born in Brazil in 1964. He started playing the contrabass at the age
of 19. lkematsu graduated from Toho Gakuen College Music Department. After playing
Principal Contrabass with NHK Symphony Orchestra, Tokyo, he moved with his family to
New Zealand in 2006, where he played Principal Contrabass with New Zealand Sympho-
ny Orchestra. Ikematsu returned to Japan in 2014. Currently he is Principal Contrabass
with Tokyo Metropolitan Symphony Orchestra. He is a member of Kioi Hall Chamber
Orchestra Tokyo, Triton Harumi Orchestra, Mito Chamber Orchestra, and Saito Kinen
Orchestra. lkematsu is also active in teaching younger students and is a professor at
Tokyo University of the Arts and a visiting professor at Kunitachi College of Music. He
enjoys mountain stream fishing and won the1st place at the 2013 National Pairs Fly Fish-
ing Championships organised by Sport Fly Fishing New Zealand.
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YITXR - UVRRN) A -
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Program notes by Robert Markow

Magnus Lindberg:
EXPO (2009)

When Alan Gilbert started as Music Director for the New York Philharmonic,
[ was commissioned to compose a piece to open the season for Gilbert to conduct
in his new role. I named the piece EXPO, and my main intention was to write a
piece that would function as an exposition of Alan Gilbert’s way of making music
with the orchestra.

EXPO is full of extreme contrasts — there is super-fast and super-slow music,
and it is the strange amalgam between those poles.

It’s a piece built on qualities I find so gorgeous in Alan’s work as a conductor
- absolute technical and physical straightness, no mystery around the rational part
of it, and then on top of that, the highly irrational and mysterious part of how you
actually put music together. Given the brevity of the piece, it’s only nine or ten
minutes, I thought a pithy word like EXPO would make a fitting title. Besides, I like
the sound of the word.

A work of any length must have a trajectory, a sense of direction, and logic
for how it evolves. I have tried to establish a musical language to communicate this
drama. As short as EXPO is, there are more than ten tempo markings, resulting in a
feeling of great tension and energy in the orchestra.

Magnus Lindberg
World Premiere
2009/09/16
Avery Fisher Hall, New York, NY
New York Philharmonic / Alan Gilbert

Magnus Lindberg was born in Helsinki in 1958. Following piano
studies he entered the Sibelius Academy where he studied
composition with Rautavaara and Heininen. He made a decisive
move in 1981, travelling to Paris for studies with Globokar and
Grisey. During this time he also attended Donatoni’s classes in
Siena, and made contact with Ferneyhough, Lachenmann and
Holler. o b
Lindberg’s output has positioned him at the forefront of " oPhilip Gatward
orchestral composition, including the concert-opener Feria
(1997), large-scale statements such as Fresco (1997), Cantigas (1999), Concerto for
Orchestra (2002-3) and Sculpture (2005), and concertos for clarinet (2002), two for
violin (2006 and 2015) and two for cello (1999 and 2013). Works also include Seht
die Sonne (2007), commissioned by Berliner Philharmoniker under Simon Rattle and
San Francisco Symphony, his first choral-orchestral work GRAFFITI, premiered in
Helsinki in 2009 and Era (2012) for the 125th anniversary of Concertgebouw.
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Lindberg was Composer-in-Residence of New York Philharmonic between
2009 and 2012, with new works including Al Largo for orchestra and Piano
Concerto No.2 premiered by Yefim Bronfman. Further residencies followed with
SWR Radio Symphony Orchestra Stuttgart in 2011-12, and London Philharmonic in
2014-17, with commissions including Violin Concerto No.2 for Frank Peter
Zimmermann. Recent works include TEMPUS FUGIT, commissioned by Finnish
Radio Symphony to celebrate the centenary of Finnish Independence in 2017,
Serenades for the Chicago Symphony and Piano Concerto No.3 premiered by Yuja
Wang and San Francisco Symphony under Esa-Pekka Salonen in October 2022.

Reprinted by kind permission of Boosey & Hawkes

Magnus Lindberg: Born in Helsinki, June 27, 1958; now living in Helsinki

Magnus Lindberg is one of the leading lights on the contemporary music
scene in Finland. After graduating from the Sibelius Academy in Helsinki, Lindberg
traveled widely in Europe, attended courses in Siena and Darmstadt, worked pri-
vately with Vinko Globokar in Paris, and ventured as far afield as Indonesia. His
first big success came in 1982 with Action — Situation — Signification, written for
the new-music ensemble Lindberg founded in 1980, Toimii ( “It works,” in Finnish).
This was followed three years later by Kraft (Strength), a thirty-minute, highly
complex work of gut-wrenching power with seventy-part chords written into a
meter-high score. Kraft remains one of Lindberg’s best-known works and has won
him important prizes.

The great majority of Lindberg’s compositions are instrumental, either for full
orchestra ( “my favorite instrument” ), chamber ensembles of various sizes, or solo
instrument. “Vigorous, colorful, dense and kinetic” are the words the New York
Philharmonic’s program annotator James Keller used to describe Lindberg’s recent
compositions, which include Serenades, premiered by the Chicago Symphony
Orchestra in 2021; the Third Piano Concerto by the San Francisco Symphony
Orchestra in 2022; and the Viola Concerto by the Finnish Radio Symphony
Orchestra earlier this year. His Quintet for piano and winds, fashioned after
Mozart’s and Beethoven’s works for this formation, was premiered last year in
Santa Fe, New Mexico.

Lindberg spent the years 2009-2012 as the New York Philharmonic’s compos-
er-in-residence at the invitation of the Philharmonic’s incoming music director at
the time, Alan Gilbert. The opening night gala of the 2009/2010 season was
Gilbert’s inaugural concert as the orchestra’s new Music Director, and the opening
work at that concert was Lindberg’s EXPO. This event also marked the first time a
Philharmonic season opened with a newly-commissioned work since Aaron
Copland’s Connotations in 1962.

David Patrick Stearns, reviewing EXPO for The Philadelphia Inquirer wrote:
“Part fanfare, part concerto for orchestra, EXPO is an aerobic workout for all sec-
tions of the orchestra and [...] an exhilarating showcase.”
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Eduard Tubin:
Double Bass Concerto ETW22 (1948)

Allegro con moto - Andante sostenuto - Allegro non troppo, poco marciale
(played without pause)

Eduard Tubin: Born in Torila, Estonia, June 18, 1905; died in Stockholm, November
17, 1982

Much like Chopin, who spent most of his life in exile due to war, Eduard
Tubin’s career took him from his native Estonia to Sweden, the country to which he
fled in 1944 and where he spent the rest of his life. Tubin was born in the village of
Torila, Estonia, which at the time was part of the Russian Empire. He received his
initial musical education in Tartu, Estonia’s second-largest city, and later studied
with Kodaly in Budapest. In Stockholm Tubin conducted and composed prolifically.
His catalogue includes ten symphonies (an eleventh remained incomplete upon his
death), two operas, concertos (including one for balalaika), and much choral and
vocal music. He received several Swedish music awards and was elected a member
of the Royal Swedish Academy of Music in 1982.

Tubin’s importance has been recognized internationally only in recent years,
largely through the efforts of conductor Neeme Jarvi, who, like Tubin, is an exiled
Estonian. In Tubin’s native land, an International Eduard Tubin Society (https://
www.tubinsociety.com/?lang=en) was established in 2000; in 2005 the capital city
of Tallinn observed the centennial of Tubin’s birth with a major festival devoted to
his works; a statue of Tubin was erected in Tartu. and a Tubin Museum opened
near his birthplace at Alatskivi Castle in 2011.

Like Chopin living in Paris but still a Pole at heart, Tubin even as a Swedish
citizen remained culturally an Estonian and wrote much music based on musical
sources from his homeland. In later years his music took on more modernistic traits.
The Double Bass Concerto does not quote Estonian folk music but, like most of
Tubin’s music, it takes as its raison d’étre the development of thematic material.

In 1947, Tubin received a visit from Ludvig Juht in Stockholm. Juht too was of
Estonian origin, but since 1934 had been a member of the Boston Symphony’s bass
section. Juht’s playing was of virtuoso caliber, and during the off-season he toured
as a soloist. As he needed material to add to the paltry repertory at the time, he
commissioned Tubin to write a concerto for him. The logical venue for the world
premiere would have been in Boston, where the orchestra’s conductor, Serge
Koussevitzky, was himself a former double bass virtuoso (and composer of a con-
certo for his instrument, today a repertory staple), but this was not to be. The first
performance of any kind (possibly a private one) was given in Rockport,
Massachusetts (about 40 miles northeast of Boston) on July 19, 1948 by Sofia

7/23 Special & 7/24 A Series



Stumberg with piano accompaniment. Juht performed the concerto on October 2,
1948 in New York’s Town Hall, also with piano accompaniment, but he never got
to perform the concerto with orchestra. The premiere in this form was given on
March 8, 1957 (two months after Juht's death) by the Spanish soloist Manuel
Verdeguer with the Columbia Symphony Orchestra in Bogota. Why Bogota?
Because the conductor there was Olav Roots, an old Estonian friend of Tubin’s.

The twenty-minute concerto is cast in three movements played without
pause. The opening melodic material is presented by the soloist over a darkly men-
acing rhythmic accompaniment. The full orchestra extends this material until the
soloist returns with a new, gently lyrical theme played cantabile. Soloist and
orchestra then exchange roles, the soloist accompanying while the orchestra further
explores the thematic material. Following an orchestral climax the double bass,
accompanied by strings and harp, embarks on the central movement to a wide-
ranging theme of longing and aspiration. An extended cadenza leads into the final
movement, music that at once seems both pleasantly jaunty and nervously unset-
tled.

Hanna Jirgenson’s Master’s thesis on the concerto, published earlier this year,
is available online.

Rimsky-Korsakov:
Scheherazade, op.35

I The Sea and Sinbad’s Ship (Largo e maestoso - Allegro non troppo)

I The Story of the Kalander Prince (Lento - Andantino - Allegro molto)

I The Young Prince and the Princess (Andantino quasi allegretto)

IV Festival at Baghdad; The Sea; The Ship Goes to Pieces on a Rock
Surmounted by a Bronze Warrior; Conclusion (Allegro molto)

Nicolai Rimsky-Korsakov: Born in Tikhvin, near Novgorod, March 18, 1844; died in
Liubensk, near St. Petersburg, June 21, 1908

The two hundred or so dramatically linked stories that constitute the
Thousand and One Nights (or Arabian Nights) originated in Eastern lands centu-
ries ago. The stories were handed down over the years and embroidered by each
storyteller in his or her own fashion. A conteuse named Scheherazade provided a
convenient framework on which to drape a rich and colorful tapestry of these sto-
ries, folk tales, poems and dramatic narratives. In the form she related them, we are
indebted to the misogynistic Persian king Shahriar.

Having been outraged by his faithless wife, Shahriar resolved to avenge him-
self on the entire female population of his city. Each night he would marry a beau-
tiful young woman, only to kill her the following day. After some time, a girl of
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exceptional charm, wit and intelligence came forward with a plan to end this reign
of terror. She offered herself to the King as his next bride, and the King gladly
accepted, though he warned her that she would die on the following day. When
bedtime approached, the girl began to relate an enthralling story to the King, but
broke off just at the most exciting part, with a promise to continue the next day.
The King postponed her execution so as to hear the outcome of this story, but the
girl repeated her tactic the following night, and the night after that to a total of a
thousand nights. By this time, she had borne him a son, the King had come to love
her, and he finally renounced his categorical hatred of women. The Queen had in
the meantime won the love and gratitude of the people as well, and they named
her Scheherazade, which means “Savior of the City.”

Wondrous to hear were Scheherazade’s marvelous tales of intrigue and
adventure set in exotic lands. Rimsky-Korsakov, with his masterful ability to exploit
dazzling orchestral colors and sonorities, was just the composer to set these tales to
music. Scheherazade, his four-movement “narrative” of scenes from the Arabian
Nights, was written during the summer of 1888. It was first performed in St.
Petersburg on October 22 with the composer conducting.

“My aversion for the seeking of a too definite program in my composition,”
wrote Rimsky-Korsakov, “led me [in the new edition] to do away with all those
hints of it which had lain in the headings of each movement. ‘- In composing
Scheherazade, I meant these hints to direct but slightly the hearer’s fancy on the
path which my own fancy had traveled, and to leave more minute and particular
conceptions to the will and mood of each listener.” Since Rimsky-Korsakov wished
each listener to imagine his or her own kaleidoscope of fairy-tale images and
designs of Oriental fantasy, there is little to be gained by trying to match the music
with specific stories.

Likewise, a lengthy description of each movement would serve little purpose;
the individual imagination must be free to roam. Nevertheless, one cannot miss the
recurring “voice” of the lovely, seductive, mysterious Scheherazade, represented by
a sinuous theme played by the solo violin. This is just one of the many tantalizing
touches of orchestration found in the magnificently colored score. Here are a few
poetic lines from Edward Downes, commenting on the resplendent orchestration:
“The color of the melody changes like the shifting lights on the fabled Arabian Sea
... the strings glint and gleam with true oriental splendor ... Rimsky’s orchestra dis-
plays an iridescence of tone color so rich and subtly shifting that one is reminded
of the spreading of a peacock’s tail.... The storm and sea subside and the story is
done. The voice of Scheherazade’s violin fades upward through a final, serene
chord of the orchestra, like the passing of a dream.”

For a profile of Robert Markow, see page 45.
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Daniel Harding is Music & Artistic Director of Swedish Radio Symphony, Music Director of
YMCG (Youth Music Culture, Greater Bay Area), and Conductor Laureate of Mahler
Chamber Orchestra. In 2024, he will take up the position of Music Director of Orchestra
and Chorus of Academia Nazionale di Santa Cecilia. He has performed with orchestras
including Wiener Philharmoniker, Berliner Philharmoniker, Royal Concertgebouw Orches-
tra, Boston Symphony, and Chicago Symphony. Daniel has led productions at Teatro alla
Scala, Wiener Staatsoper, Royal Opera House, and at Festival d’Aix-en-Provence and Salz-

burger Festspiele. He was awarded Chevalier de 'Ordre des Arts et des Lettres in 2002
and CBE (Commander of the British Empire) in 2021. He is a qualified airline pilot.
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Berg: Sieben frihe Lieder

I Nacht ®

I Schilflied E0OH

I Die Nachtigall — ®IBES<W\T

IV Traumgekront  ZB&EBEWNT

V Im Zimmer ZODBET

VI Liebesode BOER

VI Sommertage sg0H%

{R&8 / Intermission (20 %)
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Mahler: Symphony No.1 in D major
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(48 99)

I Langsam. Schleppend. - Immer sehr gemachlich

I Kraftig bewegt, doch nicht zu schnell
I Feierlich und gemessen, ohne zu schleppen
IV Stirmisch bewegt

T | REMEEARRERERD
%®iE R, RREHBRER
VU—XE | HERBERRRIBEERE (8/9)

e LTSRS
B - S AORMBROTESE (WEEKSED) )
X g F BITREABAEMLLERS (8/9)

BERE SRS PEDRH-E T,

8/9 B Series & 8/10 Special

FIIIWARIVTSU—
[EfEEA 1000 @Y U—
AO~®] (AFOTSLOHE
ARVpIBHED) TlE. 7IY
WRIVFSU—Z{T>TVE
T, BNESNZHIF. 2BITH
BINCTRTTI—RZANY—K
T# 2 T, BEODIERIC
RO TRIEL T RE L,




8/9 B Series 8/10 Special

Nika GORIC

Soprano
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Slovenian soprano Nika Gori¢ studied at Ballet and Music School in Maribor, University of
Music and Performing Arts, Graz and Royal Academy of Music, London where she com-
pleted her studies with Lillian Watson and Jonathan Papp. Nika's roles include Pamina
(Die Zauberfldte), Susanna (Le nozze di Figaro), Fiordiligi (Cosi fan tutte), Norina (Don
Pasquale), Adina (L’elisir d’amore), Gilda (Rigoletto), Musetta (La Boheme), Adele (Die Fle-
dermaus), Eurydice (Orphée aux enfers), and Titania (The Fairy Queen). Concert high-
lights include Hamburg Elbphilharmonie, Berliner Philharmonie, Royal Festival Hall, Bir-
mingham Symphony Hall, Sydney Opera House, where she performed with NDR Elbphil-
harmonie, Philharmonia Orchestra, Australian Chamber Orchestra, City of Birmingham

Symphony, Slovenia Philharmonic, Camerata Salzburg, and Ensemble Modern, among oth-
ers.
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Program notes by Robert Markow

Berg:
Seven Early Songs (Sieben friihe Lieder)

I Nacht (Carl Hauptmann)

II Schilflied (Nikolaus Lenau)

Il Die Nachtigall (Theodore Storm)
IV Traumgekront (Rainer Maria Rilke)
V Im Zimmer (Johannes Schlaf)

VI Liebesode (Otto Erich Hartleben)
VI Sommertage (Paul Hohenberg)

Alban Berg: Born in Vienna, February 9, 1885; died in Vienna, December 24, 1935

Between 1900 and 1908, when he was in his teens and early twenties, Alban
Berg wrote more than eighty songs for voice and piano. In fact, he composed virtu-
ally nothing else during this period. After he began studying with Arnold
Schoenberg in late 1904, the teacher later remarked that “it was impossible for him
to imagine composing anything but songs. -+ He was incapable of writing an
instrumental movement, of finding an instrumental theme.” Nevertheless, when
Berg decided to publish his Opus 1, he submitted his Piano Sonata, not a group of
songs. Not until many years later, in 1928 when he had fully adopted Schoenberg’s
twelve-tone procedures, did Berg look back at these songs. Berg’s biographer
Mosco Carner suggests that the composer’s reason for doing so lay in his desire to
show “from whence he really came,” namely, the romantic era of Richard Strauss,
Wolf, Mahler and early Schoenberg. He chose seven songs, revised them, and had
them published under the title Seven Early Songs. The texts are all to poets of the
nineteenth and early-twentieth centuries. In that same year Berg also orchestrated
the songs, but in this form they were not published until 1959.

These seven songs date from 1905 to 1908 and do not constitute a cycle; nor
does their order of publication conform to their order of composition. Rather, Berg
organized them with a view towards musical balance and emotional contrast. If
one theme can be said to thread its way through all seven poems, it is the imagery
of evening and night. The Seven Early Songs were first performed as a group by
Lisa Frank and the composer on a broadcast recital from Radio Berlin on February
27, 1929, though three of them had been performed in Vienna in 1907. In their
orchestrated form, the seven songs as a group were first performed by Claire Born
on November 6, 1928 in Vienna, with Robert Heger conducting. (Five of the songs
were previously sung on March 18 that year by Wanda Achsel-Clemens.) Berg did
not indicate whether the songs were intended to be sung by a soprano or a mezzo-
soprano, but they lie within the range of either voice type.

The wistful song that Berg placed first, “Nacht” (Night), is deeply imbued
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with both melodic and harmonic aspects of the whole-tone scale. The soprano’s
opening phrase is virtually identical in profile to that of the beginning of
Schoenberg’s Pierrot lunaire (written about five years later), one of the seminal
works of early twentieth-century music and, like Berg’s song, set in nighttime.

“Schilflied” (Song amongst the reeds) owes its harmonic language to
Wagnerian chromaticism. The wistful text is by the poet who inspired Richard
Strauss’s tone poem Don Juan, Nikolaus Lenau.

“Die Nachtigall” (The Nightingale), written in a Brahmsian vein, is the most
tonal (D major in the outer sections, F-sharp minor in the middle) and conservative
of the seven songs, but even here, writes Carner, “Schoenberg’s hand can be seen
in the contrapuntal interweaving of voice and piano and [in] the imitative writing
in the last five bars [for piano].” It is written in simple ternary (ABA) form, with
both text and music repeated identically.

“Traumgekront” (A Crown of dreams), a setting of Rilke’s famous poem,
boasts the most intricate piano writing of the seven songs. This one is richly melod-
ic, yet at the same time perhaps the most forward-looking of the seven in terms of
its harmony and its advanced counterpoint, clearly a result of Berg’s study with
Schoenberg.

The brief “Im Zimmer” (Indoors) was the earliest of these songs to be com-
posed (summer of 1905). It radiates a coy charm of the sort that would not be out
of place in the world of Strauss’s Rosenkavalier.

The passionate “Liebesode” (Lovers’ ode) takes for its text a nocturne by Otto
Erich Hartleben, who translated Pierrot lunaire into German. Voice and piano
remain completely independent, with the latter’s rippling figure at the beginning of
nearly every bar creating an almost hypnotic effect.

“Sommertage” (Summer days) closes the Seven Early Songs in a mood of pro-
found yearning and surging romanticism.
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Mahler:
Symphony No.1 in D major

I Langsam. Schleppend - Immer sehr geméchlich
(Slow. Dragging. - Always very easygoing)

II Kréftig bewegt, doch nicht zu schunell
(With vigorous movement, yet not too fast)

Il Feierlich und gemessen, ohne zu schleppen
(Solemn and measured without dragging)

IV Stiirmisch bewegt
(Stormily)

Gustav Mahler: Born in Kalischt, Bohemia, July 7, 1860; died in Vienna, May 18,
1911

Mahler began work on this gigantic symphony, nearly an hour in length, in
1884 or 1885 and completed it in 1888. The first performance was given by the
Budapest Philharmonic on November 20, 1889 with the composer conducting. In
1893 Mahler attached the title “Titan,” after a novel by Jean Paul. It is universally
recognized as one of the greatest First Symphonies ever composed, yet little-known
is the fact that it was preceded by four juvenilia symphonies, the manuscripts of
which were purportedly seen by the great Mahler conductor Willem Mengelberg in
Dresden during the 1940s. No trace of them has been found since (presumably
they were destroyed in the air raids of 1945) — a great loss that has deprived us of
observing the path Mahler took to his boldly original First Symphony.

Among the innovations one can point to in this symphony are the largest
assemblage of orchestral musicians hitherto required in a symphony, and the incor-
poration of café, pop, and gypsy music into the third movement. The evocation of
nature in a symphony had been realized before (notably in Beethoven’s Pastoral
Symphony and in Berlioz” Symphonie fantastique), but nowhere else are the very
sounds of nature so pervasively and integrally bound up with the symphonic
thought than in the first movement of Mahler’s First.

Its opening moments are unforgettable — that sustained, distant sound of
strings spread across a six-octave range vividly suggests the mystery and peace of
the night, into which are interjected cuckoo calls, far-off fanfares and fragments of
still-unformed melodies. The mood of the lengthy slow introduction is finally dis-
pelled by a sprightly theme first heard in the cellos, followed by another lusty, out-
doorsy theme in the violins. The music grows in fervor and intensity, culminating in
a mighty outburst from the entire orchestra. The release of enormous, pent-up
energy is crowned by three great whoops from the horn section, and the movement
continues on its merry way to its conclusion.
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The robust scherzo movement is notable for its heavy rhythmic impulses
derived from the Ldndler, a rural Austrian dance. Special effects here include the
use of the woodwind section en masse (often up to 12 players) in featured roles,
breathtaking fanfares from the horns and trumpets, and signals from the “stopped”
horns with their bells raised ( “stopped” here meaning the players’ right hands are
pushed deep into the bells, choking off the sound). A charming Trio, introduced by
a poetic horn call, provides gentle contrast.

The third movement opens with a sinister, minor-key variant of the popular
French folksong “Frere Jacques” ( “Bruder Martin” in German-speaking lands). The
original title of “Funeral March” refers to Mahler’s parodistic portrayal in sound of a
mock funeral procession, depicted in a book of Austrian fairy-tales. Beasts of the for-
est accompany a dead woodsman’s coffin to his grave. The use of a double bass
instead of a cello to begin the “Frére Jacques” tune adds a touch of the grotesque.
The tune is used as a canon or round, with additional instruments taking up the tune
in turn (bassoon, cellos, tuba, etc.) without waiting for the previous one to finish.

After this material has run its course, we hear a new, sentimental theme in the
oboes, this one also bearing a counter-theme, now in the trumpets. Suddenly the
sounds of a country fair intrude, music of a gypsy band with its corny melodies and
relentless “um-pah” accompaniment. And then, as if from another world, Mahler
offers an interlude of quiet repose — almost a dream sequence — in music of sub-
lime beauty and gossamer textures. Eventually the mournful “Frére Jacques” music
returns and the movement slowly recedes into the furthermost reaches of audibility.

Anyone who has dozed off to the third movement’s funereal tread will be
instantly and rudely shocked back to his senses with the hellish outburst that opens
the finale, one of the most frightening passages in all music. Strings swirl and rage,
woodwinds in their highest registers scream in anguish, brass proclaim terrifying fan-
fares, and percussion evoke the din of battle and cataclysmic conflicts. When the tor-
rent of notes finally subsides, strings sing a consoling, infinitely tender and yearning
song. The violent conflicts return, but this time they result in heroic proclamations
from the brass. However, victory and fulfillment are not quite yet achieved. In anoth-
er long, generally quiet passage, the music slowly gathers momentum, ultimately
reaching a towering climax for which Mabhler instructs all the horns (plus extra trum-
pets and trombones, if available) to stand while they deliver fanfares from within an
orchestra gleaming in a thousand dazzling, spectacular colors.

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.

8/9 B Series & 8/10 Special

45





