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Kazushi
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Music Director

REMNL
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F. JSVAHMEFIRKE, BHHERERELSH, XtIHE. 2023F38FT
3FRE, PESEEBOEHRIMERS NI,

2017758, KEMNENIFEERVIZUIVHREIBEG. 1 ~v9—FY3F)b-
FRZ - PI—RT [REFFRI/N\DR2017] ##EJ. BEF2017F68. 7
SYURABMBRIEMALEE [F D74V T] #Z2E&, FLUIVMHSUIVHHE
RIXSTIERS SNz, 2019 7~8H. ABNEIHRELCEBRNBZI RS -
FOVITNARTEDEH2019-20 Japan<Tokyo<World] D134 ~ov—
SRy OEBNER, RR. KR ALRICHITSETREZBSIEELT
MINCEBE, KEIREEZHAL,

Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra, Music
Director of Barcelona Symphony Orchestra, and Artistic Director of Opera of New National
Theatre, Tokyo. He was formerly General Music Director of Badisches Staatstheater Karlsruhe,
Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filarmonica Arturo
Toscanini, and Principal Conductor of Opéra National de Lyon. He received numerous awards
including Palmares du Prix de la Critique, Officier de I'Ordre des Arts et des Lettres, and Asahi
Prize. He was selected to be a Person of Cultural Merits by the Japanese Goverment. TMSO
announced that the term of Ono as Music Director was prolonged until March 2023.
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Subscription Concert No. 884 A Series |

| ERERE
201 9¢9J% 3 H(CA) 19:00888
Tue. 3 September 2019, 19:00 at Tokyo Bunka Kaikan
558850 FHEEARBI—X
Subscription Concert No.885 B Series
' e

201 9E9E4E(ﬂ<) 19:00F9&#

Wed. 4 September 2019, 19:00 at Suntory Hall

g2 @ KEFFI T Kazushi ONO, Conductor
SrA4A4U>Y @ T T—~)UL/ Veronika EBERLE, Violin
IV —hYRI9— @ @jj_d\\¥ Kyoko SHIKATA, Concertmaster

[E123hi% 1 0]
NIVD 1T r A7 52 (B DRBEODBNEDZHIC) eon)

Berg: Violin Concerto, "Dem Andenken eines Engels"

I Andante - Allegretto
I Allegro - Adagio

&8 / Intermission (20 9)

TILw I —  ZEMEFEOFE 4258 WABI09 (/I7—THR)  (©0%)
Bruckner: Symphony No.9 in D minor, WAB109 (Nowak edition)

[ Feierlich, misterioso

I Scherzo: Bewegt, lebhaft

I Adagio: Langsam, feierlich
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Veronika
EBERLE

Violin

JxO=H - IT—AN)LL
SrAFUY

©Felix Broede

BRAYVEFN, JURKT - IRy, 77 - FaXFzrI50OHE THEZRD.
20065, DM 7® TS MLDIBRZEZITILY TV I EERESRRICEE. NV
T4 IER— =DV DREREHES. FBEEDC. M. N\AT 12T, FILIN—
b FAH/ VS IRF P PILT o 2E=EAVSCEM. OVRVE, O VIb-
JIVBIVMARDE, Z2—3F—7-T )b, EYMUA—)VE, NVUVKEE, F1—
Uk - b=YN\UVEBRELHE, ERRICHB/BNT, TJ7—T b R DTV, IX
AT A BHEHBEERTND,

RERTRETERDL DAL LEIMFE, HFRPHSEBIN TV D, HELEF
201711 BLER 2 EEDHE, EAXSFEASREVMEN SESSNCA NS T I 7
UDX [RSORwvT 4] (17005F4),

Veronika Eberle’s exceptional talent, the poise and maturity of her musicianship have been
recognised by many of the world’s finest orchestras, venues and festivals, as well as by some
of the most eminent conductors. She was born in Donauw&rth, Southern Germany. Her in-
troduction by Rattle to a packed Festspielhaus at 2006 Salzburg Easter Festival, in a perfor-
mance of Beethoven concerto with Berliner Philharmoniker, spurred her international career.
Eberle plays the “Dragonetti” Stradivarius (1700), on generous loan from the Nippon Music
Foundation.
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Program notes by Robert Markow

Berg:
Violin Concerto, "Dem Andenken eines Engels"

I Andante - Allegretto
I Allegro - Adagio

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

In early 1935, Berg was approached by the Russian-born American violinist
Louis Krasner with a commission to write a concerto, specifically one to help fur-
ther the cause of twelve-tone music. Berg resisted, claiming he was not familiar
enough with the violin medium. But a few weeks later came catastrophic news
that stirred Berg to action. Manon Gropius, the eighteen-year-old daughter of
Alma (Mahler’s widow) and Walter Gropius (the famous architect), died from
polio. Berg had loved Manon as if she were his own. He admired her, as did
everyone else, for her intelligence, beauty, gentleness and talent. She had been
chosen to play the role of an angel in Max Reinhardt’s upcoming production of
Everyman in Salzburg. “She never did play the angel,” Berg lamented, “though
she became one.” Hence the Violin Concerto’s subtitle, Dem Andenken eines
Engels (“To the Memory of an Angel”).

The concerto is laid out in two large parts, each further subdivided into
two sections played without pause. The opening of the first movement is presum-
ably meant to depict Manon in all her tenderness, sensitivity and elegance. The
twelve-tone row upon which the concerto is based appears first in the solo violin
in bar 15. The first nine pitches are arranged as a series of interconnected thirds,
which lends the concerto much of its inherent lyricism within a twelve-tone envi-
ronment. The second section (Allegretto) is marked to be played wienerisch (in
a Viennese manner). Here is the lively and capricious Manon.

Tragedy strikes in the second movement. Ragged, highly dissonant writing
portrays the girl’s struggle with death. The climax arrives with shattering power.
The concerto’s final section is the heart-rending Adagio, built from Johann Rudolf
Ahle’s chorale tune “Es ist genug” (It is enough) as harmonized by Bach in his
Cantata BWV 60 (O Ewigkeit, Du Donnerwort - “O Eternity, thou thunderous
word”).

An air of religious meditation settles over the music. Solo violin and a quar-
tet of clarinets (an almost organ-like sonority) alternate in presenting phrases of
the chorale tune. This material is developed, with the orchestration becoming
ever denser as another great climax is approached. The tension dissipates, the
solo violin ascends to ethereal heights, and the concerto “to the memory of an
angel” ends in a mood of profound contemplation that simultaneously gazes
directly at grief, backward to Bach, and upward to heaven.

The premiere was given at a festival of The International Society of
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Contemporary Music in Barcelona on April 19, 1936. Hermann Scherchen con-
ducted the Orquestra Pau Casals, and the soloist was, of course, Louis Krasner.
Krasner went on to perform the work all over Europe and the United States,
securing its status as one of the staples of the repertory.

Bruckner:
Symphony No.9 in D minor, WAB109 (Nowak edition)

I Feierlich, misterioso
I Scherzo: Bewegt, lebhaft
I Adagio: Langsam, feierlich

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

Bruckner began drafting sketches for his Ninth Symphony in 1887, even
before final revisions had been made to the Eighth. He then laid the Ninth aside
and did not return to it for some time, working instead on further revisions to
earlier symphonies. This predilection for revisions amounted almost to an obses-
sion with Bruckner, and it is a sobering thought that had he not spent so much
time in this activity, he might well have been able to complete the Ninth. Most
of his last symphony was written in 1893 and 1894 amid rapidly deteriorating
health. But he clung tenaciously to the belief that God would stand by him and
allow the completion of just one more symphony. The score is dedicated “to my
dear God,” the finale is sprinkled liberally with entreaties written in the margins
to the divine, and the physician who attended to Bruckner at this time often
found him on his knees deep in prayer. The fear, despair, even outright terror
Bruckner experienced during these last years inform many pages of the Ninth.
He worked with heroic determination for nearly the last two years of his life on
just the finale alone, right up to the day he died.

But the struggle was too much. Totally exhausted physically, mentally and
spiritually, he succumbed on the afternoon of October 11, 1896 after returning
from a walk in Vienna’s Belvedere Park. The funeral was held in the Karlskirche,
which is situated near the Grosse Musikvereinsaal, the hall where many of
Bruckner’s symphonies had been performed. The first performance of the Ninth
Symphony — in a bowdlerized form — had to wait for more than six years
after Bruckner’s death (February, 1903), and for many more years after that
(1932) in its original form.

The symphony opens in an aura of hushed mystery. Eight horns in unison
present a shadowy motif. Such is the great span, richness and structural com-
plexity of this colossal opening movement that one cannot properly speak of
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“first theme,” “second theme,” etc., but rather of entire theme groups. The open-
ing horn motif is in fact but the first of eight elements that constitute the first
group alone. The beginning of the second group is easily identified by the flow-
ing, yearning melody given to the violins in A major. The tonal center returns to
grim D minor for the third group. The movement ends with a titanic struggle
between two monolithic harmonic blocks: D minor (most of the orchestra) and
implied E-flat major (“implied” since the third of the chord is absent), which
screams forth from the piercing trumpets and high woodwinds. The rending dis-
sonance that results creates an almost unbearable level of harmonic tension.
The Scherzo alternates between moods of nightmarish fantasy and frivoli-
ty, the latter particularly in evidence throughout the central Trio section, which
bears comparison with the world of Mendelssohn’s Midsummer Night’s Dream.
The Adagio contains some of the most anguished and tortuous music
Bruckner ever wrote, as well as some of the most resigned and serene. Lofty
grandeur, monumental blocks of sound, seismic eruptions, infinitely consoling
melodies, fanfares, titanic harmonic clashes and apocalyptic visions take us on a
journey across an immense musical cosmos. By the end, Bruckner has found
peace, the music fading radiantly, eternally, into the vastness of the cosmos.

Various attempts have been made to append a fourth movement to this
symphony, based on the composer’s sketches (the curious may investigate sever-
al different versions on CD). Bruckner himself, realizing that he was probably
not going to have time to finish the work, even proposed using his Te Deum as
a finale, an impractical idea as it requires a chorus, and an illogical one in har-
monic terms with its C-major conclusion to a D-minor symphony. To most lis-
teners, the ending as it stands marks a closure as emotionally fulfilling and struc-
turally satisfying as any traditional “finale.”

Michael Steinberg articulated the way many concertgoers feel in these
words: “I believe that unconsciously [Bruckner] had become reconciled to the
idea that the Ninth would end with its Adagio, whose last pages he therefore
made as ‘final’ as he could, and more final than he would have if there had been
a true finale to follow. Indeed, given Bruckner’s difficulties with finales, given
also how beautiful the close of his Adagio is, I would go so far as to say thank
God he was not able to finish the fourth movement.”

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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| EREmAISI Y — L

201 95159%85(5) 14:0068#

Sun. 8 September 2019, 14:00 at Tokyo Metropolitan Theatre

518 @ KEFF] T Kazushi ONO, Conductor
E7/ @ IRPF2/-77F 20 Joaquin ACHUCARRO, Piano
IVH—hIY29— @ LLUAKRE Tomoshige YAMAMOTO, Concertmaster

(B - 74057 RHNKZEFREII100EERL X
[EEmMET100FESL R

IRUDR A RSDOBEE op222 (109)

Sibelius: The Swan of Tuonela, op.22-2
APy yamibihE/ BARTF  Fusako NAMPO, English Horn Solo)

SORZ D7/ =ME28E /\5E opis 639

Rachmaninoff: Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando

K88 / Intermission (20 %)

IR RZEMEIT K op43 @3

Sibelius: Symphony No.2 in D major, op.43

[ Allegretto

I Tempo andante, ma rubato
I Vivacissimo

IV Finale: Allegro moderato
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Joaquin

ACHUCARRO

Piano

R7F+> - 7FaAh0
7/

©Jean-Baptiste Millot

EILINS (RARA V) EFENOREET Z A b, 1959F, Ud 7 F—)VEKRIV T —
VTR, LI RSt TERERKIT2, N)VUY-Da)b, YVHIE, Z1—3—7-
TA4)b, OVRY - Talb. TSVRAENE. =5/ - AASET IR EEHE, RS
HE L KEIDEY & T4 T RAAR~ARA VEREZBEE] (Sony Classical) [3
JX> 1 2480z (La Dolce Volta) BEZEDU U—R, FES MLENILUY - T4 )L
EHBEURDVD [ARA VDEDR /Y RU—R - U1 9)L] (EuroArts) h'é&2.

1989F KAV IR MKZE (PAUA) OBEHIFE, 20006F. ZDRMUIEI
LDINEHLERH SN [FHDEHDIRRAD - P—F 4 A N] ([OFEE, 2003F. HEFD
ARAVEEAIOX T HEVERDF TFEREEFRS SN/, 20185F, Yax—JE
BEXOYI—)L - E7 /B CEERERZEDI.

Joaquin Achucarro was born in Bilbao (Spain). He won the victory at the 1959 Liverpool
International Competition. He has performed with orchestras including Berliner Philharmoni-
ker, Chicago Symphony, New York Philharmonic, London Philharmonic, Orchestre national
de France, and Orchestra della Scala di Milano. Since 1989 Achucarro holds the Tate Chair
at Southern Methodist University in Dallas. He was named “Artist for Peace” in 2000 by the
UNESCO. In 2003, King Juan Carlos of Spain bestowed upon him the Great Cross of Civil Merit.
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Program notes by Robert Markow

Sibelius:
The Swan of Tuonela, op.22-2

Jean Sibelius: Born in Himeenlinna (Tavastehus), Finland, December 8, 1865; died
in Jarvenpad, near Helsinki, September, 20, 1957

Throughout most of his creative life, Sibelius made a conscious effort to stir
the Finnish people to patriotic thoughts and deeds through the medium of music.
In 1893, he decided to write an opera (The Creation of the Boat) based on a
passage from the great Finnish epic, the Kalevala. The opera was eventually
abandoned, but the intended prologue to it became the famous symphonic poem
The Swan of Tuonela. Over the next two years, Sibelius wrote three more
orchestral pieces inspired by the exploits of the Kalevala’s great hero,
Lemminké&inen. Collectively, these works became known as the Four Legends,
which were performed together for the first time on April 13, 1896, conducted by
the composer.

The Swan of Tuonela became the second in this series, but loses nothing by
being played separately. The score bears the following inscription: “Tuonela, the
land of death, the hell of Finnish mythology, is surrounded by a large river with
black waters and a rapid current on which the Swan of Tuonela floats majestical-
ly, singing.” The English horn sings the doleful but intensely lyrical swan melody,
set against a magical string background (divided into seventeen separate parts at
times, most of them played with mutes) and answered by a rising line for the solo
cello. A bleaker, more lugubrious piece of music can scarcely be imagined, but it
is so effective that it has become one of Sibelius’ most famous works.

Rachmaninoff:
Piano Concerto No.2 in C minor, 0p.18

I Moderato
I Adagio sostenuto
Il Allegro scherzando

Sergei Rachmaninoff: Born at Oneg (an estate near Novgorod), April 1, 1873; died
in Beverly Hills, California, March 28, 1943

Rachmaninoff’s Second Piano Concerto, one of the most beloved in the
entire repertory, had a strange genesis. The harrowing experience of the ut-
ter failure of the composer’s First Symphony (1897) had plunged him into deep
melancholy, and he shunned both the social and musical worlds. He finally con-
sented to see a Dr. Nicolai Dahl, who had acquired a reputation for successfully
treating nervous disorders through hypnosis and auto-suggestion. By inducing
Rachmaninoff to repeat over and over phrases such as “You will be begin to write
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your concerto ... You will work with great facility ... The concerto will be of excel-
lent quality ...” while in a hypnotic daze, the young composer’s creative impulses
were recharged.

The second and third movements were ready for performance on Decem-
ber 15, 1900, and the first complete performance took place on November 9 of
the following year. On both occasions, Rachmaninoff was the soloist, and the
conductor was his cousin and former teacher Alexander Siloti. The score bears
a dedication to the man who had made it all possible, Dr. Dahl. Popular success
was immediate. Through its sweeping melodies, extravagant grandeur, melan-
choly and passion, Rachmaninoff’s Second Piano Concerto makes an unabashed
appeal to the emotions, and justifiably qualifies as the most popular piano con-
certo of the twentieth century.

Following the piano’s opening chords, violins give forth the broadly flowing
first theme with the piano as accompaniment. The soloist presents the warmly
lyrical second theme in E-flat major. Although the piano writing is overtly virtuo-
sic, there are also numerous passages where the soloist assumes the role of ac-
companist.

The second movement is in E major, a remote key from the concerto’s basic
tonality of C minor. However, the movement begins in the latter key, only later
moving to E major. Following a few chords in the muted strings, the solo clarinet,
accompanied by the piano, intones the movement’s principal melodic idea, which
surely ranks as one of the most ineffably beautiful ever written. During the the-
matic working out the pace quickens. After a brief cadenza, we hear once more
that memorable theme in the violins. For a coda, the piano plays a new thematic
idea in block chords, accompanied by left-hand arpeggios and triplets in the
woodwinds. The movement closes in serene peace.

The third movement, dramatic and colorful like the first, also has two
themes, the first militaristic and noble, announced by the soloist; the second
broadly lyrical, heard first in the violas and oboe. The movement incorporates a
fugato based on the movement’s main theme. First violins alone state the theme
lightly and softly; the piano answers almost immediately and continues while
other instruments take turns at the theme. Both themes are worked out in various
additional ways and the concerto ends in a blaze of virtuosity.

Sibelius:
Symphony No.2 in D major, op.43

I Allegretto

I Tempo andante, ma rubato
I Vivacissimo

IV Finale: Allegro moderato

Jean Sibelius: Born in Himeenlinna (Tavastehus), Finland, December 8, 1865; died
in Jarvenpad, near Helsinki, September 20, 1957
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Sibelius composed his Second Symphony — the most frequently performed
of the composer’s seven symphonies and the longest as well by a good margin
— mostly in Italy during the spring of 1901. The first performance took place the
following year on March 8 with the Helsinki Philharmonic, Sibelius conducting.
This symphony stands proudly as one of the most magnificent creations in the
orchestral repertory. Its success and popularity can be attributed to tensions aris-
ing from opposing elements of the score, the contrasts of mood, the continuous
control of pace, the fusion of its component parts into an organic whole, and the
vast sweep of its trajectory from humble beginnings to mighty apotheosis.

The first movement opens with softly throbbing chords in the lower strings.
This and several motifs heard in rapid succession make up the first theme group.
Sibelius is concerned not so much with long, broadly-arched themes as he is
with arranging small fragments into a coherent whole as the movement unfolds.
A second, contrasting group begins with an oboe solo consisting of a sustained
note followed by a flourish at the end. The commentaries of numerous distin-
guished musical analysts differ widely in their interpretation of this movement’
s form; perhaps it is best simply to let Sibelius’ own comment serve to work on a
subliminal level. He once described the symphonic process as follows: “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 listener might also consider how often the three-
note rising figure of the very opening motif is integrated, in both the ascending
and descending forms, into most of the other motifs as well.

The second movement is drawn in somber colors. A chant-like theme given
initially to two bassoons in octaves over a pizzicato bass accompaniment is an-
swered by a complementary theme for oboes and clarinets. Among the many
themes and fragments Sibelius uses in this movement is a highly characteristic
effect consisting of a loud chord (often in the brass) which diminishes in strength
and ends with a mighty crescendo to even greater volume than before.

The Scherzo might best be described as a whirling blizzard of sound. The
central Trio section provides the greatest possible contrast in its idyllic, pasto-
ral melody sung by the oboe. The furious Scherzo is then repeated in modified
form, followed by a return of the Trio, now shortened, which acts as an extended
bridge passage to the Finale. As in Beethoven’s Fifth, the third and fourth move-
ments are directly connected, with the Finale’s majestic, chorale-like first theme
arising from transitional material connecting the movements. Sibelius covers
much emotional territory in this movement. In contrast to the optimistic, affirma-
tive opening, a distinct mood of gloomy turbulence is created at several points
by darkly swirling ostinatos in the lower strings. Resolution, triumph and glory in-
form the massive final pages of the symphony as the brass intone the magnificent
chorale theme for the last time.

For a profile of Robert Markow, see page 13.
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