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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra,
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. He was formerly General Music Director of Badisches Staatstheater Karl-
sruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica
Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music Director of
Barcelona Symphony. Ono has performed with orchestras including Boston Symphony,
London Symphony, London Philharmonic, Gewandhausorchester, Frankfurt Radio Sym-
phony, Orchestre de Paris, Orchestre de la Suisse Romande, and Israel Philharmonic. He

has appeared opera houses such as Teatro alla Scala, Metropolitan Opera, and Royal
Ballet and Opera.
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Wed. 3 September 2025, 19:00 at Tokyo Bunka Kaikan
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Subscription Concert No.1026 B Series

RRMIESE

2025984 560 19.0088m

Thu. 4 September 2025, 19:00 at Suntory Hall
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Shostakovich: Violin Concerto No.2 in C-sharp minor, op.129

I Moderato
I Adagio
I Adagio - Allegro
AZ8 / Intermission (20 %3)
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Shostakovich: Symphony No.15 in A major, op.141

[ Allegretto

I Adagio

I Allegretto

IV Adagio - Allegretto
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Performing music from baroque to new commissions on both modern and period instru-
ments, Alina lbragimova is recognised for the “immediacy and honesty” (The Guardian) of
her performances. The 2024/25 season sees her perform with London Philharmonic, City
of Birmingham Symphony, Detroit Symphony, Rundfunk-Sinfonieorchester Berlin, Bam-
berger Symphoniker and WDR Sinfonieorchester, working with Jurowski, Lintu, I. Fischer
and Urbanski. Highlights of the previous two seasons have included concerts with
Deutsches Symphonie-Orchester Berlin, Deutsche Kammerphilharmonie Bremen, Nether-
lands Radio Philharmonic, Budapest Festival Orchestra, Helsinki Philharmonic, Royal
Stockholm Phitharmonic, San Francisco Symphony and Pittsburgh Symphony, with con-
ductors including Ticciati, Emelyanychev and Harding. Born in Russia in 1985, she attend-
ed Gnesin School, Yehudi Menuhin School and Royal College of Music. Alina’s many
accolades include two Royal Philharmonic Society awards and an MBE in the 2016 New
Year Honours List. She performs on a ¢.1775 Anselmo Bellosio violin kindly provided by
Georg von Opel.
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Program notes by Robert Markow

Shostakovich:
Violin Concerto No.2 in C-sharp minor, op.129

I Moderato
I Adagio
I Adagio - Allegro

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

Shostakovich wrote six concertos — two each for piano, violin, and cello —
spread more or less evenly across a 34-year-span: the first (Piano Concerto No. 1)
in 1933 when he was 27, and the last (Violin Concerto No. 2) in 1967. While the
First Piano Concerto is full of flashing wit, good-natured fun and sparkling humor,
the Second Violin Concerto was composed by a man who had suffered for years
under the oppressive hand of state-supported cultural terrorism, and who had
faced death in a recent heart attack and was still in poor health. Like Beethoven’s
late compositions, Shostakovich’s last works are filled with introspection, austerity,
reflection, enigmas, and deeply personal statements. Even the rarely-used key of
C-sharp minor seems a bow in the direction of Beethoven’s String Quartet Op. 131,
just two opus numbers away from Shostakovich’s concerto. Shostakovich wrote the
concerto for David Oistrakh, who had given the premiere of the First Concerto in
1955. Oistrakh gave the first official performance of No. 2 on September 26, 1967
with Kirill Kondrashin conducting the Moscow Philharmonic (there had been a trial
run in a suburb a few weeks earlier).

Like many other works by this composer, the Second Violin Concerto opens
with a long-breathed paragraph, lyrical in mood and improvisatory in style. The
first theme is a variant of the composer’s musical signature theme — DSCH (the
German names for the notes D, E-flat, C, and B-natural, derived from the German
transliteration of D. SCHostakowitsch). This theme turns up in numerous other
works by Shostakovich: both cello concertos, the Tenth Symphony, and the Eighth
String Quartet, among others.

The opening movement is based on the sonata principle of two contrasting
thematic groups. The first is a long, reflective line for the soloist; the second is a
series of graceful, elegant exchanges between wind instruments and soloist. After a
climax, the first cadenza of the concerto occurs, which is followed by a poignant
statement of the main theme by the horn accompanied by strings with commentary
from the soloist. The movement concludes with a more serious, even mysterious
version of the second theme.

9/3 A Series & 9/4 B Series
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The second movement is a ternary (ABA) structure. Noteworthy here are
poetic lyricism and a central section in which the violin sings in its highest register.
Biographer Norman Kay describes the movement thus: “Its clarity of texture brings
it into close alignment with the composer’s chamber-music style, and its chromati-
cism is noticeably more free than in most of the previous public works. Towards
the end of the movement Shostakovich seems about to launch himself into total
chromaticism, leaving behind any underpinning of tonality.”

The rondo-finale, which follows without interruption, features a lightweight
main theme and transparent orchestral writing. As in the previous movements, the
cadenza takes on structural and emotional significance. The concerto’s cadenzas
serve “not as mere display episodes,” notes critic Andrew Porter, “but as intensifica-
tion, as urgent intimate discussion of the material.”

Shostakovich:
Symphony No.15 in A major, 0p.141

I Allegretto

I Adagio

Il Allegretto

IV Adagio - Allegretto

The idea of writing a non-programmatic, purely orchestral symphony with the
traditional order of four movements (fast- slow- scherzo -fast) in a specific key must
have seemed totally anachronistic in the 1970s, but that is precisely what
Shostakovich created in his fifteenth and last work in the genre. In fact, it is the
only symphony in this composer’s considerable canon to possess all the above
qualities, which were standard throughout the nineteenth century yet which had
become all but obsolete by the late twentieth century.

Shostakovich sketched this work in April of 1971 and orchestrated it in July.
The first performance took place in the Bolshoi Auditorium of the Moscow
Conservatory on January 8, 1972, and was conducted by the composer’s son
Maxim, who was for the first time conducting an important new work by his father.

Although Shostakovich’s symphony resembles the time-honored model in
many respects, there is far more that is enigmatic — even unique — in this work.
Consider the paradox of the orchestral forces required. Aside from the enlarged
percussion section, there is nothing unusual about the number or choice of instru-
ments used in this score. What is unusual is the remarkably restrained manner in
which they are used. The writing is of chamber music transparency throughout. In
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fact, the full orchestra is used in just thirty-one bars of the entire, forty-five-minute
symphony. Indeed, the very sparseness of its texture is one of the symphony’s most
notable qualities, one that allows nearly every instrumental timbre opportunities for
solo appearances.

The percussion department warrants special mention. It consists of fourteen
different components, each of which lends its distinctive sound to the fabric: timpa-
ni, bass drum, side drum, triangle, castanets, tom-tom, wood block, whip, cymbals,
tam-tam, xylophone, Glockenspiel, vibraphone, and celesta. Some of
Shostakovich’s most imaginative scoring is found in the percussion parts of this
symphony. At several points in the score, the listener’s attention is focused entirely
on this section alone.

Roy Blokker points out that the orchestra of the Fifteenth Symphony (except-
ing the percussion) is almost identical to that of the First, but that “the vast world
of experience of the intervening forty-five years shows graphically in the way the
composer has pared down his requirements and maximized the potential of each
instrument; in short, how he required of each player much more economy of effort,
just as a great poet can convey more in fifty words than can a promising one in
five hundred.”

Shostakovich left no public statement about the “meaning” of this symphony.
He was already a sick man, and must have known while writing it that he had not
long to live, but no overt, specifically programmatic ideas were attached to it, at
least not by the composer. However, it is almost inevitable that the listener impute
an interpretation in light of the musical quotations Shostakovich incorporated. We
find five instances in the first movement of the “Lone Ranger” theme from Rossini’s
William Tell Overture, and six statements of the “Fate” (or “Annunciation of
Death” ) motif from Wagner’s Ring cycle in the last movement. In addition, there
are references to the rhythm of Siegfried’s Funeral March (from Gétterddmmerung),
to a Glinka song ( “Do not tempt me needlessly” ), and to the opening notes of
Tristan und Isolde. Just what are these doing here, and how are they related?

A great deal of effort has been expended on trying to explain these strange
allusions, some of which are simultaneously comic and sinister. Many see the sym-
phony as a birth-to-death piece, the “Lone Ranger” motif being a reminiscence of
childhood (The Lone Ranger was a hugely popular western series for young audi-
ences that ran on television from 1949 to 1957), the Wagner quotations looking
forward to death. Maxim Shostakovich’s view, expressed in the annotations for his
recording of the symphony made shortly after the premiere, is that “the Fifteenth
moves through many changes of mind. Personally, I feel it reflects the great philo-
sophical problems of a man’s life cycle, from the appearance of certain childish
emotions to the acquisition of energy, vitality and wisdom.” The composer indicat-
ed only that the first movement represents a toy store, but even this is ambiguous,

9/3 A Series & 9/4 B Series

15



16

9/3 A Series 9/4 B Series

for there is a decided feeling of unrest and menace in this particular store. As David
Fanning sees it, “given that toy shops, in the world of literature or the cinema, for
instance, can take on associations of malevolence and terror, and given that mor-
tality and immortality, heroism and anti-heroism, the career of the artist, are all
recurrent themes in Shostakovich’s later works, perhaps these [the composer’s]
explanations should be given rather more credence than they have been outside
the Soviet Union.”

It is also worth noting that the rhythm of the Lone Ranger quotation (short-
short-long) is identical to that which Shostakovich had been using so frequently
himself throughout his life, so it is altogether fitting that he cap his symphonic
career with the incorporation of such a relevant detail. As for the Wagner quota-
tions, conductor Eugene Ormandy saw the finale as “a musical canvas that could
be entitled ‘They Shall Not Be Forgotten’.” referring to the Russian casualties in
World War II. Further support for this view can be found in the passacaglia built
from the rhythm of the “war” theme found in the first movement of Shostakovich’s
Leningrad Symphony (No. 7). This Leningrad reference also haunts the music of
the score’s final pages, softly tapped out on the timpani against the clicking and
clacking of percussion over a sustained chord in the strings, an effect “rendered
ominously baleful by the prevailing soft dynamic,” writes Robert Jacobson. David
Fanning sees the Symphony as a whole as “a kind of musical purgatory, in which
the composer reflects on a blighted life and encounters shades of his own past
selves. ... And if the final percussion-haunted A-major registers as an unblinking
stare into the abyss, that may be precisely one reason why we need such music.
Not the emptiness itself, but the courage to look it in the eye is Shostakovich’s true
legacy.”

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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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste
Berlin. After winning the 1st prize at Karajan International Conducting Competition in
1973, he has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Sym-
phonieorchester des Bayerischen Rundfunks, Orchestre Philharmonique de Radio France,
Chicago Symphony, Boston Symphony, and Orchestre symphonique de Montréal, among
others. Currently, he serves as Honorary Conductor for Life of TMSO, Honorary Music
Director for Life of Kyushu Symphony, Honorary Music Director of Nagoya Philharmonic,
and Special Guest Conductor of Kanagawa Philharmonic.
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Albinoni (arr. by Giazotto): Adagio for Strings and Organ in G minor (1958)
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Mozart: Overture to “Die Zauberfléte”, K.620
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Weber: Overture to “Der Freischitz” , op.77
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Suppeé: Overture to “Dichter und Bauer”
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Mascagni: Intermezzo from “L’Amico Fritz”

M+ Tyl FEI[T3T3F ) KOO ] o9

Ponchielli: Danza delle ore from “La Gioconda”
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Elgar: Pomp and Circumstance No.1 in D major, 0p.39-1

FE | REMEIEANRFEZEXL
%I RR. RREBHUEZRER

w et CHATERAISE

1 XA XA =R E fBh
BhAY - un" (FEOEMEHEEER (WRANEEEH))
BIATEUAANBAZE M RES

I

R AR PEDR/B TY.

18  9/20 Promenade



9/20 Promenade

JANZaN V%1V
Hn/>

Zalo NI EENOFIVH AN AEHIRI N -
IS NIV (1653 ~ 1706) 1&y FNHY - 57— %
BLHET 24 DRBIERP REAFERER. BN
ERZBLTWS, SH[SYNLRNLOH) V] ELT
JELBLENTWARIEL (320774 A LB K
BOOOHh I/ »ED—T7 ZEH#) P. 37 ([P.JIEY+
YoM RO—IZEBERES) OH/ VB THS.
ZOEBPEPNI-ERPBROFMIIAHLS.
NVY UK EEIC1OMAL DEEB L (Mus. MS
16481/8) MEEESNTBY., ZOXKFEILIO19FIC
HENBFREETZYT - Ry 77> (1883 ~ 1948) DFi X [EARIEHFT EL
TOIANY = 9NN BB SNAD /-5 THD THIRS N,

(7)) &g, EROFEEDP R IR TRASITEML TO<HIIBROFZED
ETHD. BIEET7A AV 3ERDPRECES TEBWLITHOIREDON ) ELT
fEHEN TS, HITBEREZICEZ2NHORRICHES. ZO2NEROM
BEETERE 2T —FREETHLEUIZHWSNS [H/ v a—R] &LTisenT
W5, BREZTVPIDOEODENEMANAEZEZ VT HIBET ZA, T
AFV3EHPVT NS 2LECRERLEE. 2 NEOBEER-TETTOL

7IVE ) —Z (ovvige)
giﬁétj)bﬁ‘/@ﬁ:&)@79\\ \“3 I\%_LI:IJ__I(1958

r2Y - PILE ) —= (1671 ~ 1751) \ZNav 7 D
AZVT TIEBLIT 7 A=A - EHIFR THO. FH
LTz VA T HED KRR T4 T7 VT AICAITTES
TORBREIHEHEMP. BELOARTLER
FHI TV, AIFITOBREZELE - Vv v
(1910 ~98)1d. COTILE ) —=D/EmBIEEIERL
TlETHONE NN THAD., HOLFIZHRLESR
726LDTVAEDIE. BRME (LBEFNT L DI=DDT
¥ —Ta MEFA) OBFETHALEV-STHEE TIIAW
7259,

19584, Y+ yMITILE ) == &LV F YDA ICEDGREEREL

\

9/20 Promenade

19



20

9/20 Promenade

T 20T —Va MER) R (EMIZZDOBLALT IO AT ZEL,
BURIERP A 2T —FRICBED ANSN, [FTILE/) —=DF7¥—Val &LT
EETHIEERDT

LUy BICREIZD YV NOFTLRLZEIETHHIEDHH, T/ —=
OEREZEBRGOMTHHIEDHLP Tz, 7272, BittichEAEENZ
Wb [B1E] Thoizlldnz, BRICESLFHANPBREELICH PN TOL
ZOELWTY —=VaR, bV - PLE ) —ZbWAHMEHRDOZRI252BZLD
ANZNABZZRI TR ELELEETH 5,

T—VY7r)Lh:
BT ES ] R K.620

B[] K.6201&. THLTHV T FITIA-
E—=V7Ih (1756 ~ 91) BEBLEIZEEZ LT/ 28D
RAWVEF RS (Vo7 vabt’— )=t UT7ALHENS
HEZRE) THB. FEOETHAH1791EIRMPL9RHIIH
FTI—2 RSN, OH30BICT V7 T 7 T —
TYBBGICCEHE B ORE THES N,

BRIET—TVEBOEBETHD., FETIZI U
F—=)BBELILITXIN Yhr—4— (1751 ~
1803) I2&B., EF¥I—/IF, ¥R HLNT
WARDOLZEDRII—-FOEBQE2 R TALEE
&, WEEHHILDIC, BREPOGESNIZBEOSZEITHET S, B0E
FILISRT =) EEBITH T AMNADOHBRIIZEDE W2y 3I—1E, U2 T AN
UNSEOBNMETHAHIEEMB, ZITHHTHELZYI— &3 —F D 5T
DIZ. BEOHEONZEBYOD, ¥SAMIDBELIZ3DORME2RVBZ THEIL
N5,

FHiIh A -2 RIS CEELNT CREMAITS, Wy —TanF
B DBE, TURETLIZOIGED TEIICAD, FORELXHT—HIE
207 AF VOB EINS, EWIIZDEIFESE, A—FRILET V=AY
PIBHIE2EEEMELY T YRR TER SN TS, BREORICIIFE
BHEONBENERBOATHRSINATY —VafliarBLrNTWAN., Z0%
B CIC7L7OIcRED, BRI BRMEEHED SND2FEI RO TOL,

9/20 Promenade



Hr—/\—:
B[ BHEDHF] FFH op.77

[BHOHTF] op.771d. ROV RO El
FH—=I+TUT « Tx> - 7x—/)N\— (1786 ~ 1826)
MIBI7ENPL20F I TIEHLIZ3BEORKEITH
D, E—Y7LIO[EHIERARIC. BFZEHER O
BOEROEA NS 72— LOERTED
NTWb, WEXI82IE6AISHNILIUIIT, &
ERIESH26BICA =72 L7 EP 0O LW EL B
THY. FHMEOBE Ty A0BRE LN, &5
ICIZFIEARE I RT D 5 B LD AL D DT, PRI
THOHREZETISEEREIZINDIZEND,

FEODERIZ, INY - TITAN 7=, TU—RJk - ST D [RHKE]
EHEICEWERINY - TU—RUk - F UM (1768 ~ 1843) BHELIZHDTH 5,
MREOBBIX7THE, Z+FEHFREERDORNITOHK. Wi~y 7 AE7
H—TLOMEEP I HBOREGITBR T2, BEOF RARIS—IICE
ZOWPSNTTOOERZHET S, AETER I CHFrERDIYYI R, LAL
BHOWDONLIEIPNENNTTH—TOHFARS, BEISEELTLED,
FHEIT YT AKABREES T 20, ZICRBESENCHEELZHSG. 1E
OFEBUI Z NS0 DFREIBE T ZHICEID . CNAROOSNTARFIME RS,

FHIZBELLAFOFOBEREEDOEZBAL (75 —T3) IKhED, FL
YDBEIBELSELALFARPRDAEIOPICAEREXITEL, BHEY
FEERDER (L - TrT7—F 1) ICAD, BWERZEUSELE1FE
HiE, BIRFMUEOTY I ADMEOROIRETHED. BRICEAILTHE2HE
KE ORBROBE) OFEIFER. CCTIEROBRAZNISHEIPNS,
B B2EEIIFE2EE 2B TTH—T OO AL R TIT OFETHD. 75
FOREEIT7ATI NI THERSND, FORIIERE, EESN-HR
HEmE, &R (BRI TRERSNTWE) E2EESELSLICHbNSI—
FTHEIEN S,

9/20 Promenade

21



22

9/20 Promenade

~R:
SHE[FAERK]FH

TIY - Tty - AvX (1819 ~ 95) 137 R 7%
YHsIwF T GRra7F7) OATIMIEE
N RFEOTERIZ. BOBI4— B> THEREL
TEHIE TH 5. 1840FENHI—F¥ T2 v b EIE
DEIBEZHEO TV Ay RIZ, 1845412, [FAI
BOXEANT T - RIANZ—PHFHZICEELT
T7 U4 —VEIGEOREICHE. ARTIEEEHELL
TOZCREEHEXITLT, BIEFROEMICHE N
ICEUDME AT,

= IN—DER[FALBER]DIDIZI846FICE I NI BIFHEE
b, FOEOILBBTEALESINIEHO—DTHY. EMIIFEESH24HIZH)
BWIN/zo COEZITERSNON, [ERE] FHEEBICAYROREEE
LTHIBGNTWA[FALBR]IFHITHS (72720, COMIZ[EFEAERR] XD
I, BIOBID-DIZEPNIBFELPSORETH 7).

[BEANEER] OBBIIF—N— AT O RANEYE R, £ (RN
ZATE) BAVPHBZONEZHN, ZONDIRICEEZT 2., RIZBRIIEZLT
BO-ee EVWSEMRIED, BRBICEIBEBIFRTZEVOHEZDELITH
5o EHIRDEHE. RAYDIERFFILY - 7)L—F (1830 ~ 1908) &, AfE%E
1D 2y RIEFREFAAEDE-ERANCEIREL, BRIz ID2z,

FHIZZERRBEOFTEIARL—AICEVTOERTEIPNTEY, &8
BBILEDIAT—IVPOMBF uPHOHELRHANR, BERHSNLSF vy TR
DEE, DEVIIBOTITF - IR YZBDOELEHRZTILYREDERN
107313 EDEEREBOFICRFICEBESIN TS,

NAN—Z:
B RN TV | FEZeHE

[RAZVYY] &, BifE (577007 « VAT 4H—F] (18904F#0i) DAEK
Hck->T—BHNEBO/-E IO - v AH—= (1863 ~ 1945) A5, 18914
ICFENI73BOHEITH D, COFOFEICTU—TDIRY Y1 BIE»HHE
DOERBZZ T AT—=13. BREICENI-EARIDGEEELTRELZSHIE
LIRS TAERDA RS 2IEHT AR, TATw ETYRIT DN [RKA
TUY | #EMIGEY, P. ATIRY (KE{=0F - ¥27N) ICEREIKE. &

9/20 Promenade



HE > BIceiErEE L,
AERFIOMAERDO T LT A G2 EESIC, e E
BEOTIYYEMBA—LILDO 5V BROET 20
TUABEPNIZFENRERTHD. 18914F10A
B1HICTRY Y 1 BG THIESN TR IIZ D7z,
E2HEIEIHOBICEIN-BRHIX. A—FYLoz
ERTNONT BV Ty Y&, REDREAICEL
D2A—VILODEFEREESNLPOLS IR G E
BOFE, BEXALWEAMICHAED. BRE2EUH
RPN=TE o THRBEF AN TOLIN FZITIE
FHEERLSE R _EFAOEXIELTHEIEN S,

RFTwl:
FBRITY 30T | K TBFDEEY ]

TILHL - RUFIT v (1834 ~86) 3 T7AFI >
DREMILEFICETN, TILTrEFRROAY
U7 CIERBLIZEHMR TH 5. 1880ENSIIFRKRIS
JEEREOEHBTHBEEZH->TEY., TyF—=%
VAN —ZH R RO FERI-EEIFHLIZZETHH
5N TWVW5,

TA4TML - AT—DOEXE [SRT7OREBET7T >
] #EEET2HFHE [Vaary] ik, 1876F4H8H
1235 « ANTETHERSN TR Z XD ZRF
IyvIDORFNE. BRI BEL[ AT A =Tz ] %
EDOFRGEZFHIFTCNETY)—T - R—Ab(1842 ~ 1918) SHEHUBLTHED., 17
HAEDT RV 47 CHIET 3T FEZHIDRVATONSBLEHEBYIDD
MFENADDREEZBELTHINTOL,

EODERR [BOFD] IEI3BTEZBSNANLIEE, Juvsrria
E—ILaRWhpbnSLWEETIHES [RET ] OER (7YY YT - Ra-Ey
V) BOELEVED ENoTkbaE, TURIZETI -0, FH7%<T7)L—h
ETFAXVUBBETHELART WEREZRETHD S, COMSY»Z[R] DD
DORICEINIZ, IZODPRBUEBMUSHEAIRERBOANI[IF ] 0ifinzgE
HLTBY., ZIURVNFzupRIBFELICHD []] OFEI KL N—TD
FEREZRALZE., FudlBWEEVTARRETUREAT VY VT RO
VYDA THERE Y TATv I REHFELE, FRIITOIPICTLIO - T4 7 —
FuVERIZEL, BRIZEERD SNAZFray S THPMIHDILEN S,

9/20 Promenade

23



24

9/20 Promenade

TILH—:
ITEHR(EREZEL)E1E KA 0p.39-1

EEOERMOEMRIRT—F - TLH— (1857 ~
1934) &, ZOHEEIIC (FEE % (Pomp and
Circumstance)) CEULEBREDO-ODOERITHE
HiZ5HZERL TS (BOFEIIRT). YA T7AET
O [+ ta] FIREINFOLLaDEFH»PLELN
TeFAMEFEODINSSHOFTHEDDITEVWARE
=5 [H1F —E#Al 3. J«7MN)T74E (1819~
1901) 2S8R TAMLIZ 1901 FEICELPNIMERTH
D, FEFEI0A19HYY7»F—IZT, FILTILyR-u—
R74)LR (1862 ~ 1903) DIgETHIES Nz,

Hig7Lrrua - ay - £)Lh - 73—3, 45902 F. FELI-Y%2ET 53
HERTHEBR SN TWS, REZEBOFRIAFD. THELBEELZTENK
HBICESTTRRRENS, COXTEEERTDOEL - H2T7 A4V ET 0
FT - N=MIUIGHRTERTAIOBRARSINTEY, ERRKOHLEHNLE
ZPE A TL%,

FINHAYTOFEE (M) &, BERICHES - EH ST BN L BR e F:
BOBETHD, 75VRvhERLY, Bl TrA A VL TRBICTE BTN
WHEHESNS, COBERGEEIL. 19024FICTRT—R7H# (1841 ~ 1910) &
ZOWTLIH U RT (1844 ~ 1925) DETER D 7= IRl S iz (R NI
ORFEEBICBVWTHUAVSN, [FEEROE] (F—9— - RV UERH)
ELTASHICESLETRLEBIESN TV, 20K, BREIFHMOFR B Ca—
FIZAD, NAFEES—E, BEXEHO LT TEEINS,

(RHHHE)

9/20 Promenade



9/20 Promenade

Program notes by Robert Markow

This eclectic program of short numbers harks back ten years to the TMSO’s
two “Summer of Masterpieces” concerts at Suntory Hall celebrating the Orchestra’s
50th anniversary. For the 60th anniversary this year, Director of Artistic Planning
Tetsuki Kunishio notes that “we have selected eight compositions from the Baroque
period to the twentieth century focusing on somewhat nostalgic works that have
had relatively few performances here recently. Even if the titles don’t immediately
ring a bell, once you hear the melodies, you'll surely enjoy thinking ‘Ah, this one!™”

Pachelbel:
Canon

Johann Pachelbel: Born in Nirnberg, late August 1653
(baptized September 1); died in Nirnberg, March 3, 1706

Johann Pachelbel, one of the most famous musi-
cians ever to come out of Nurnberg, has been saddled
with the stigma of a “one-work composer.” So pervasively
has his Canon worked its way into western civilization
that it is easy to forget that he composed much else
besides, mostly organ and choral music. This is hardly
surprising, as he was employed as an organist successive-
ly in Vienna (the famous St. Stephen’s Cathedral),
Eisenach, Erfurt, Stuttgart, and Nirnberg. He was a friend
of Johann Sebastian Bach’s father, and taught Johann Christoph Bach, (J.S.’s older
brother and first teacher). One of Pachelbel’s sons emigrated to colonial America,
working in Boston, Newport and Charleston.

The Canon was published about 1920, but no one took any notice of it until
it caught the attention of Karl Minchinger, conductor of the Stuttgart Chamber
Orchestra. Miinchinger recorded it in 1960 and made Pachelbel and canon as syn-
onymous as Ravel and bolero. A three-voice canon (the same musical line repeated
note for note in successive voices) is imaginatively spun out over the same bass
line repeated twenty-eight times to fascinating, even hypnotic effect. The original
instrumentation of just three violins and keyboard is a far cry from what we hear
today.

Albinoni (arr. by Giazotto):
Adagio for Strings and Organ in G minor

Tomaso Albinoni: Born in Venice, June 8 or 14, 1671; died in Venice, January 17,
1751

Quick! Who wrote Ravel’s Boléro? Well, the answer’s obvious, isn't it? But
who wrote Albinoni’s Adagio? That’s a trick question, for the correct response is
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not Albinoni. The pages of music history are strewn with
cases of misattribution — fine compositions that have
come down to us under the names of the great masters,
only to be exposed as the creations of lesser figures.
Haydn’s “Toy” Symphony (probably by Edmund Angerer
or possibly Leopold Mozart, Wolfgang’s father), Mozart’s
Symphony No. 37 (except for the slow introduction, really
by Michael Haydn, brother of the more famous Franz
Josef), and Wagner’s Adagio for clarinet and strings (real-
ly by Heinrich Barmann) are just a few of many such
cases.

Actually, Albinoni does have some slight claim to
“his” Adagio: In 1945, the Italian musicologist Remo Giazotto (1910-98) was pre-
paring an edition of Albinoni’s works when he recovered, so he claimed, from a
bombed Dresden library a bit of an Albinoni manuscript containing just a bass line
and a few notes for violin. (No proof of this manuscript exists.) Giazotto thereupon
constructed an adagio movement on these fragments, little realizing that it would in
later years take on hit status as a prime example of “Baroque” music. So popular
has “Albinoni’s Adagio” become that it can be heard today by large orchestras,
small orchestras (both with and without organ), modern or Baroque period instru-
ments, ensembles or solo instruments, and even for brass quintet or harp ensemble.

As for Albinoni himself, he shared musical stardom in Venice with Vivaldi,
who was seven years Albinoni’s junior. Like Vivaldi, Albinoni produced a great
many operas (between 50 and 80, depending on the sources; nearly all have been
lost), choral music, and instrumental works including solo concertos, orchestral con-
certos in five parts, and trio sonatas. He was the first Venetian composer to see his
concertos in print (1694), he is credited with having written the first concertos for
specific woodwind instruments, and Bach thought highly enough of his works to
have used some of them as basis of his own.

NMozart:
Overture to “The Magic Flute”, K.620
(Overture to “Die Zauberflote”, K.620)

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

The Magic Flute was the last of Mozart’s many
operas, first performed in Vienna on September 30, 1791,
just a few weeks before the composer died at the tragical-
ly young age of 35. The opera (actually a Singspiel, a
stage work combining spoken dialogue in German, solo
voices, an orchestra, acting, scenery and costumes) was a
tremendous success, and has remained so ever since. It is
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a wonderful mix of fantasy, fairy tale, and deeply serious matters that concern all
us all. At times it makes us laugh, but it also teaches us something about how we
treat each other, and makes us think about the difference between good and bad
behavior.

The story takes place in ancient Egypt. It involves a handsome prince who
rescues a beautiful young woman (naturally, they later marry), an evil sorceress, a
good magician, a bird catcher, a dragon, three little boys who travel about in a fly-
ing machine, and of course, a magic flute that can tame wild beasts and protect its
owner from all harm.

The first sounds we hear are loud chords from the full orchestra. These repre-
sent the brotherhood of priests who will guide the prince through difficult ordeals.
These chords return later in the overture. After a short period of serious, slow music
the overture suddenly becomes bright in color and fast in tempo. Violins, then
other instruments in turn, play a sprightly idea that seems to bounce along with all
the joy in the world. Mozart proceeds to work this idea into all kinds of shapes and
sizes, as if he wanted to demonstrate how many different ways he can alter it. The
music transports the listener effortlessly into the opera’s world of happiness, rever-
ence, and belief in the goodness of humanity.

Weber:
Overture to “Der Freischutz”, op.77

Carl Maria von Weber: Born in Eutin (near Libeck),
Germany, November 18, 1786; died in London, June 5,
1826

Der Freischiitz, the third of Weber’s five complete,
extant operas, marked the first important instance of a
national German opera. In form, it descended from the
Singspiel tradition like The Magic Flute, but in content it
could easily be the overture to one of the Grimm fairy
tales, for the heart and soul of German folklore is embod-
ied in this opera, involving as it does a dark mysterious
forest, huntsmen, a friendly hermit, ghosts, evil spirits, a
devil, and a pair of lovers.

Weber selected the story from a collection of supernatural tales, the
Gespensterbuch (Ghost Stories) of Apel and Laun. Friedrich Kind fashioned the
libretto, working closely with Weber. The complete opera had a highly successful
premiere in Berlin on June 18, 1821, but the overture alone had first been heard
nine months earlier in Copenhagen, and was published separately under its own
opus number. The overture is a synthesis of the opera that follows, in which the
forces of good and evil engage in a dramatic conflict. As in most fairy tales, good
triumphs in the end.
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Suppeé:
Overture to “Poet and Peasant”
(Overture to “Dichter und Bauer” )

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 musi-
cal world, but Francesco Ezechiele Ermenegildo Cavaliere
Suppé-Demelli, to give him his full name, is rarely men-
tioned in this context. Yet by the age of 15 von Suppé
already had a mass to his credit, and by 26 he had turned
out some twenty scores for the theater. His French-
sounding surname 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
turned out the astounding number of over 200 works for the stage, mostly operet-
tas. Among these are some of the most famous ever written, including Light
Cavalry, Boccaccio, Poet and Peasant, The Beautiful Galatea, and Morning,
Noon and Night in Vienna.

Poet and Peasant dates from 1854 and remains von Suppe’s single best-
known work. But its overture was originally composed eight years earlier for a
now-forgotten play of the same title (in German, Dichter und Bauer). The overture
is typical of von Suppe’s music — bright, energetic, and filled with light, graceful
tunes. One sometimes hears the remark that people don’t want to read or talk
about this music; they just want to listen to it. Enough said!

Mascagni:
Intermezzo from “L’Amico Fritz”

Pietro Mascagni: Born in Livorno, December 7, 1863; died
in Rome, August 2, 1945

Most of the famous opera composers (Mozart,
Rossini, Verdi, Wagner and Puccini among them) needed
a few unsuccessful attempts at the genre before arriving
at a big hit. Pietro Mascagni struck gold with his first
opera, Cavalleria rusticana, premiered in 1890 when the
composer was 27. It has become one of the most
beloved works in the repertory, yet Mascagni never again,
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in 14 more operas, wrote anything that achieved near the fame of “Cav.”

If Mascagni’s most famous opera was his first, second place goes to his sec-
ond, L’Amico Fritz, written and premiered in 1891 in Rome. It is as different from
“Cav” as could be: whereas the first opera is grim, powerful and tragic, Fritz is
lighthearted, pastoral and gentle. It is the story of a confirmed bachelor who is
finally converted. The orchestral Intermezzo takes place between Acts II and III, as
the title character is attempting unsuccessfully to get Suzel out of his mind (before
the opera ends he marries her, of course!). Due to the great success of the
Intermezzo in Cavalleria rusticana, Mascagni included one in nearly every suc-
ceeding opera. That of L’Amico Fritz, like most others, occurs at a point of maxi-
mum dramatic tension in the story, allowing for a “breather” before the complica-
tions of the plot untangle themselves.

Ponchielli:
Dance of the Hours from “La Gioconda”
(Danza delle ore from “La Gioconda” )

Amilcare Ponchielli: Born in Paderno Fasolaro (near
Cremona), August 31, 1834; died in Milan, January 16,
1886

Amilcare Ponchielli, like Humperdinck, Mascagni
and Leoncavallo, survives in the operatic repertory on the
strength of a single popular opera, La Gioconda (1876).
This powerful and compelling opera, set to a play of
intrigue, violence and passion by Victor Hugo, tells the
story of a beautiful Venetian street singer known as “La
Gioconda,” which translates as “the joyful woman,”
though the appellation is tragically ironic. The famous
“Dance of the Hours” provides a much-needed moment of levity in this dark, sordid
tale. In Act III, a ballet is presented in the great reception hall of the palace of
Duke Alvise. It is a brilliant affair, and the ballet is suitably sumptuous. In “The
Dance of the Hours,” different groups of dancers represent the hours of dawn,
morning, afternoon, evening and night.
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Elgar:
Pomp and Circumstance March No. 1 in D major, op. 39-1

Edward Elgar: Born at Broadheath, Worcestershire,
England, June 2, 1857; died in Worcester, February 23,
1934

“Gosh! man, I've got a tune in my head,” Elgar
exclaimed to one of his friends. To another, he affirmed
that it would “knock ‘em flat.” This was the tune in the
central Trio section of the first Pomp and Circumstance
march, the one above all others that signifies “Elgar.” In
its evocation of the grand pageant of England’s history, it
has few equals and no superiors.

Actually, Elgar composed five Pomp and
Circumstance marches, and he had originally planned six. The five were written
over a span of three decades, from 1901 to 1930. But to many concertgoers, it is
only the first that really matters — THE Pomp and Circumstance March. King
Edward VII, who knighted Elgar in 1904, suggested adding a text to the “big tune,”
and as a result, in England this march took on the status of a second national
anthem to the text “Land of Hope and Glory.”

Everyone hears the pomp and glory in this march, but how many know the
origin of the title? The words come from Act III, Scene 3 of Shakespeare’s Othello,
where the title character, tortured with doubt about the faithlessness of his wife
Desdemona, and imagining his great military career in ruins, cries out “Farewell the
tranquil mind! Farewell ---Pride, pomp, and circumstance of glorious war!”

For a profile of Robert Markow, see page 16.
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