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Alan Gilbert is Principal Guest Conductor of TMSO, Principal Conductor of NDR Elbphil-
harmonie Orchester, Conductor Laureate of Royal Stockholm Philharmonic, and Director of
Conducting and Orchestral Studies at Juilliard School. He was Music Director of New York
Philharmonic between 2009 and 2017. Gilbert makes regular guest appearances with or-
chestras including Berliner Philharmoniker, Royal Concertgebouw Orchestra, Sachsische Sta-
atskapelle Dresden, Orchestre de Paris, Cleveland Orchestra, and Boston Symphony. He has
appeared at Metropolitan Opera, Oper Zurich, and Royal Swedish Opera, among others.
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Sun. 8 December 2019, 14:00 at Tokyo Metropolitan Theatre
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Mon. 9 December 2019, 19:00 at Tokyo Bunka Kaikan

1518 @ 7 =>/-F)U/\—I Alan GILBERT, Conductor
UPAFUY @ KEBZEDY Tatsuya YABE, Violin
avg—h 29— @ IUAHRF Kyoko SHIKATA, Concertmaster
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Liszt (arr. John Adams): The Black Gondola
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Bartok: Violin Concerto No.1, 5z.36

[ Andante sostenuto
I Allegro giocoso

fAE8 / Intermission (20 %3)
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PTRI=TFSUNBD3DDBEE (2000 ExmE) (25)
Ades: Three Studies from Couperin (2006) (Japan Premiere)

I Les Amusemens K[EBESL
I Les Tours de Passe-passe F&
I L'Ame-en-Peine ROEBLH

INA R REHZEIOE /K Hob.:90 (24%)
Haydn: Symphony No.90 in C major, Hob.1:90

[ Adagio - Allegro assai
I Andante

I Menuet

IV Finale: Allegro assai
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Tatsuya Yabe was born in Tokyo in 1968. He graduated from the Soloist Diploma Course
of Toho Gakuen School of Music. In 1990, at the age of 22, he was chosen to be Solo-
Concertmaster of Tokyo Metropolitan Symphony Orchestra. Yabe has performed as soloist
with conductors such as Ozawa, Wakasugi, Fournet, Klee, DePreist, Inbal and Bertini. He was
awarded music prizes: the IDEMITSU Music Prize from Idemitsu Kosan, the Muramatsu Prize,
and the Hotel Okura Music Prize.
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Program notes by Robert Markow

Liszt (arr. John Adams):
The Black Gondola

Franz Liszt: Born in Raiding, Hungary (now in Austria), October 22, 1811; died in
Bayreuth, Germany, July 31, 1886

Franz Liszt personified that overworked cliché “a man of contrasts and
contradictions.” He revered his predecessors, especially Schubert and Beethoven,
yet wrote some of the most advanced music of his day. The short piano pieces
from the last years of his life reveal a man emotionally light years apart from the
thundering virtuoso of the 1840s. Both versions of La Lugubre Gondola (literally
“the funeral gondola”) were composed in Venice in 1882. These desolate, austere
works were written in response to Liszt’s premonition of Wagner’s death, which
did indeed occur the following year in that same city.

Harmonically, the music looks forward to Debussy and Bartok, but the
visionary import of these pieces was long unrecognized, due to the neglect in
which the music lay. Here we find bare wisps of melody, stark textures, unre-
solved dissonances and almost total lack of a tonal center. The dissolution of
tonality is so pronounced that even Wagner, famous for the advanced chromati-
cism in his operas Tristan und Isolde and Parsifal, found in Liszt’s late piano
pieces “the seeds of madness.”

In 1989, the American composer John Adams (b. 1947) orchestrated Liszt’s
second version of La Lugubre Gondola. Adams conducted the first performance
on October 27 of that year with the Saint Paul Chamber Orchestra. For perfor-
mances in San Francisco two years later, program annotator Michael Steinberg
had these words to say: “John Adams’ orchestration of The Black Gondola is a
testament to his fascination with an utterance that is prophetic, personal and elo-
quent. -+ The Black Gondola begins with strange, indeterminate tollings. Then
violins begin a recitation deliberately shaped with its rising leap of a sixth and
its sequences of chromatic notes so as to bring Tristan to mind. The paragraphs
grow longer, an impassioned climax is reached, and the piece ends as it began.”

Bartok:
Violin Concerto No.1, 5z.36

I Andante sostenuto
I Allegro giocoso

Béla Bartok: Born in Nagyszentmiklds, Transylvania, Hungary (today Sinnicolau
Mare, Romania), March 25, 1881; died in New York City, September 26, 1945
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If someone were to remark that he’d heard “the Tchaikovsky Piano Con-
certo,” every music lover would know instantly that he was referring to the popu-
lar concerto in B-flat minor, No. 1, even though Tchaikovsky wrote two more.
Similarly, nearly everyone refers to “the Bartdk Violin Concerto” as if it were the
only one that existed. But the well-known Barték concerto is really No. 2. The
First, being performed at this concert, was written early in the composer’s career,
between July of 1907 and February of 1908 when he was 26.

Also in 1907 Bartok fell in love with the violinist Stefi Geyer, and he dedi-
cated the concerto to her. But their relationship did not last, and when Stefi left
Bartok, she took the score of the concerto with her. Although they remained on
friendly terms, and possibilities for playing the work with another soloist were
discussed, no performance ever ensued during either of their lifetimes. After Stefi
died in 1956, the score was discovered among her possessions. The first perfor-
mance of the complete work took place in Basel, Switzerland on May 30, 1958
with Hans-Heinz Schneeberger as soloist and Paul Sacher conducting his Basel
Chamber Orchestra.

Barték aficionados will recognize the opening movement as being almost
identical with the first of the Deux Portraits Op. 5. The first movement of the
concerto was performed alone in 1911, and later combined with a companion
piece to form the Deux Portraits, which were premiered in 1916. These por-
traits, or character sketches, described, of course, Stefi. Barték subtitled them
“idealistic” and “distorted”; both are based on the same thematic idea.

The concerto’s first movement (the “idealistic” Portrait) begins with a ris-
ing four-note motif for the violin, which Barték told Stefi was “your own motif.”
The music unfolds lyrically, led mostly by the soloist, in slowly expanding arcs
of overlapping imitative lines added one at a time, eventually creating a dense
texture. The second movement is considerably more disturbed and intense, and
contains some of the most striking passages in early Barték. There are two motifs
— the first robust, the second warmly lyrical. Stefi’s motif can also be detected
near the end of the concerto.

Ades:
Three Studies from Couperin (2006) (Japan Premiere)

I Les Amusemens
I Les Tours de Passe-passe
II L'Ame-en-Peine

Thomas Ades: Born in London, March 1, 1971; now living in London

“Prodigiously gifted” (Andrew Porter) and “frighteningly talented” (Alex Ross)
are just two of the many hyperbolic but apt observations about British composer
Thomas Ades (pronounced AH-diss). He was turning out mature compositions even
before he reached his own maturity. Five Eliot Landscapes was published as Op. 1
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when he was just eighteen. His first opera, Powder Her Face, was a huge success
at its British premiere in 1995 and has seen equal success at additional venues. In
2000 Ades became the youngest composer ever to win the prestigious U.S.$200,000
Grawemeyer Prize for Asyla, written when he was just 26. His third and most recent
opera, The Exterminating Angel was premiered at the 2016 Salzburg Festival and
was later produced by the remaining three co-commissioning companies, the Met-
ropolitan Opera (New York), the Royal Danish Opera, and the Royal Opera House,
Covent Garden. It won the 2017 Opera Award for World Premiere of the Year. In
2018 Adeés made his first foray into film scores with Colette, from which he has ex-
tracted an extensive suite.

As if all this weren’t enough talent for one person, Ades is also a formidable
pianist and a busy conductor. This past March saw him conducting the Boston Sym-
phony in the world premiere of his Piano Concerto. In May Gustavo Dudamel led the
Los Angeles Philharmonic in Inferno, the first part of a projected triptych of ballet
scores based on Dante’s Divine Comedy; two months later, Ades himself conducted
the score with choreography. Both works received rapturous ovations.

Three Studies from Couperin was commissioned by the Basel Chamber Or-
chestra and first performed by this ensemble on April 21, 2006 with the composer
conducting. Aficionados may know that, like the Bach family, the Couperins in France
constituted a musical tree that produced numerous composers and musicians. Most
renowned of the Couperins was Frangois (1668-1733), a contemporary of J.S. Bach
and known as “Couperin le Grand” (“the great”). His music is primarily for keyboard,
most notably the Piéces de clavecin (harpsichord pieces), published in four books
between 1713 and 1730. Bach and Brahms both greatly admired this music. Ravel’
s tribute to the great French master came in the form of Le Tombeau de Couperin,
which the TMSO will perform on January 16, and Richard Strauss in the form of his
Tanzsuite (1923), which the TMSO recorded in 1989 under Hiroshi Wakasugi. Ades
himself previously reinterpreted Couperin’s music in his orchestration of Les Barri-
cades mysterieuses in 1994.

In the Three Studies from Couperin, Ades takes three pieces from the Pieces
de clavecin and “reimagines” them for an ensemble of two string sections plus a
handful of winds and percussion instruments. Couperin’s originals look terribly simple
on the page, but they are richly decked out with ornaments (trills, twists and turns
around a single note) meant to be added by the harpsichordist. Adés retains the exact
number of measures as in Couperin’s pieces, but refracts this music through the lens
of an orchestral setting, adding his own multitude of ornaments, expanding the tex-
ture into a rich and multi-layered edifice, providing a continuously changing kaleido-
scope of colors, and introducing a whole range of dynamic markings (different levels
of loud and soft) as well as dynamic increases and decreases of a kind impossible on
a harpsichord. British critic Tom Service sums up Adeés’ achievement by noting that “his
Studies release ideas dormant in Couperin’s originals.”

Couperin’s pieces often have fanciful and/or descriptive titles, but they don’t
always easily translate into English. The first, Les Amusemens (old French spelling)
presents no difficulty. Les Tours de Passe-passe might be translated as clever trickery
or shady maneuvers, while L'Ame-en-Peine could be interpreted as soul in torment,
“lost soul,” or someone whose mind is no longer functioning properly due to sadness.
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Haydn:
Symphony No.90 in C major, Hob.l:90

I Adagio - Allegro assai
I Andante

Il Menuet

IV Finale: Allegro assai

Franz Joseph Haydn: Born in Rohrau, Austria, March 31, 1732; died in Vienna,
May 31, 1809

Probably because this symphony lacks a catchy subtitle, it has remained one
of the less popular of Haydn’s late symphonies, but few connoisseurs would rank it
anywhere but near the top in terms of craftsmanship, inspiration and sheer visceral
excitement. The scoring, which includes five woodwind and four brass instruments,
serves as an indication of the festive brilliance we can expect to hear in this work.

The symphony opens with a slow introduction, from which Haydn extracts the
slow-moving melodic line of measures 6-7 for the main theme of the following Alle-
gro assai. Solo flute announces the subordinate theme, followed in turn by the oboe.
Throughout there is a sense of exuberance and abundant joy.

The second movement presents two themes in alternation, one in F major, one
in F minor. It opens with a suave theme in the violins supported an octave lower by
the bassoon — a particularly beguiling tonal blend. From the gentle smile of F ma-
jor the music turns stern and scowling for F minor. The F-major theme returns as it
began, but soon makes a detour for an extended and lovely variation played by the
solo flute. Again the F-minor theme, and for the third time, the F-major theme, this
time without bassoon, but with ornamental triplets in the violins and the theme in the
cellos.

The minuet is one of Haydn’s most aristocratic and majestic, conjuring up im-
ages of splendid ballrooms and chandeliers. For the central Trio the solo oboe enjoys
a moment in the spotlight.

The monothematic finale scurries along with irresistible élan and boundless en-
ergy. Horns and trumpets exult in radiant fanfares, sometimes accompanied by timpa-
ni. Haydn the jokester tempts us to applaud too soon by bringing the music to a full
stop followed by a long pause, and only then continuing softly in a new and remote
key. But C major soon returns to bring the symphony to a rousing and conclusive end
where, this time, applause is encouraged!

For a profile of Robert Markow, see page 37.
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Mahler: Symphony No.6 in A minor

Allegro energico, ma non troppo
Andante moderato

Scherzo: Wuchtig

Finale: Allegro moderato
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Program notes by Robert Markow

Mahler:
Symphony No.6 in A minor (Tragic)

I Allegro energico, ma non troppo
I Andante moderato

Il Scherzo: Wuchtig (heavily)

IV Finale: Allegro moderato

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

Of Gustav Mahler’s ten symphonies, six culminate in a blaze of triumph
(Nos. 1, 2, 3, 5, 7, 8), while three others (Nos. 4, 9, 10) die away in serenity or
peaceful resignation. All of the foregoing end in a major key as well. But the Sixth
Symphony is different. This monumental, sprawling work (nearly an hour and a
half in performance) stands alone in the Mahler canon for its final note of utter
despair and crushing defeat. Most sources claim that the composer himself ap-
pended the subtitle “Tragic” to the symphony, though at least one scholar, Nor-
man del Mar, believes otherwise.

It is tempting to believe that Mahler foretold, anticipated or at least intuited
in his Sixth Symphony the threefold tragedy that was to strike just one year after
the symphony’s premiere in Essen, Germany on May 27, 1906: the death of his
elder daughter Maria from diphtheria, his ignominious downfall from the post of
director at the Vienna Court Opera, and the diagnosis of his critical heart condi-
tion. Each of these tragic events is represented in the Finale by a massive Ham-
merschlag (hammer blow): collectively to Mahler, they represented “the crushing
blows of Fate. It is the hero,” he said, “on whose head fall three blows of fate, the
last of which fells him as a tree is felled.” After the premiere, which so affected
him that he broke down and cried uncontrollably, superstitious instincts seized
him and he removed the third hammer blow from the second edition of the pub-
lished score. (Conductors today have the option of reinserting that third Ham-
merschlag, as does Alan Gilbert)

Paradoxically, this symphony of dark despair and grim tragedy was writ-
ten during a period of personal happiness, marital stability, career success and
artistic fulfillment. Mahler’s administrative and conductorial duties in Vienna al-
lowed him to compose only during the summer months. The Sixth Symphony was
written during the summers of 1903 and 1904, amid serene walks in the woods
around the Carinthian village of Maiaernigg (in Austria), hours spent playing with
his infant daughter Maria, and reflection on a musical career at its peak. Why
then this obsession with death and tragedy? The noted Viennese psychoanalyst
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Dr. Theodore Reik believed that the experience of parenthood at age 44 stimu-
lated in Mahler’s subconscious acute memories of his own parents’ suffering and
tragedy, which involved the death or disability of eight of his thirteen siblings.
From this personal tragedy, Mahler created a symphony depicting the universal
fate of man. The great Mahler disciple Bruno Walter echoed this sentiment when
he declared that the Sixth “reeks of the bitter cup of life.”

To portray this overwhelming, apocalyptic vision of Man grappling with
Fate, Mahler employed an enormous orchestra. In addition to enlarged wind
and brass departments, the percussion takes on the proportion of an orchestra
in itself: timpani (2 players), bass drum, snare drum, cymbals, triangle, tam-tam,
glockenspiel, celesta, xylophone, cowbells, deep bells, rute (a brush of twigs to be
slapped against a hard surface), and hammer.

The Symphony opens with a tramping, march-like figure (man marching
to his fate?) that serves as a brief prelude to the fiercely energetic first theme in
the violins, a theme covering a range of two and a half octaves and full of huge
leaps. The “fate” motif makes its first appearance in bar 57: a brutal, six-note
martial rhythm is hammered out by the two timpanists, then repeated as oboes
and trumpets sound a major triad which “sours” into a minor one; this “souring”
effect is intensified by the decrease in volume of the trumpets while the oboes
simultaneously increase — a memorable touch. Both parts of this motto — the
drum beats and the major/minor chord — will reappear often in the symphony,
sometimes independently, often transformed, but always recognizable.

The second principal theme bursts in joyfully, passionately (again, in the
violins) in F major. This is presumably the theme in which Mahler depicts his wife
Alma. The exposition ends with a repeat sign, making this the only Mahler sym-
phony besides the First to include this direction.

The development section begins with a resumption of the tramping, march-
like music, and eventually settles into a quiet passage that bespeaks a strange,
otherworldly calm. Distant cowbells announce, according to Mahler, “the last
greeting from earth to penetrate the remote solitude of the mountain peaks.”
Eventually the march returns us to familiar terrain, and joyfully exuberant state-
ments of the “Alma” theme sweep the movement to a triumphant conclusion.

Mabhler was undecided about the order of the two inner movements. In the
autograph score and in the first printing, the Scherzo is in second place but dur-
ing rehearsals for the world premiere he changed his mind and reversed them,
as he did also for the second edition. Yet afterwards he seriously considered
reinstating the original order. There are arguments to be made for both cases, ar-
guments each conductor and each listener must resolve for him- or herself. Alan
Gilbert places the Andante moderato movement second. This movement provides
an oasis of tranquility and rest from the exuberance that preceded it and the rag-
ing emotional storms that will follow. The music is lyrical throughout (often soar-
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ing rapturously, as if in flight from a cruel world), the scoring is often of chamber
music delicacy, and harmonically the movement is written in keys (E-flat major,
with a climax in E major) far removed from the A-minor world of the other three
movements. The distant realm where cowbells ring reappears in joyful exuber-
ance.

The Scherzo is a study in the macabre and the grotesque, full of nightmar-
ish, cacophonous, fantastic visions, and underlined by unsettling rhythmic irregu-
larities. The xylophone, required only in the Sixth of Mahler’s symphonies, is used
here to chilling effect. Passages of gentle, childlike simplicity offer moments of
blessed relief from the demonic savagery.

The Finale is one of the biggest movements Mahler ever wrote — not just
long (at half an hour it is certainly that), but truly vast in scope, in development
of its ideas and in range of emotional substance. The strange, eerie, even ter-
rifying introduction, which includes its own funeral march, sets the stage for the
titanic conflict that breaks forth. Phantasmal visions, strident marches, frenzied
outbursts, mad pursuits, dizzying falls and ascents, unearthly calm, ardent lyricism
and much more are swept into a cosmic orbit, reaffirming Mahler’s contention
that “a symphony should be like the world — it must embrace everything.” To
Bruno Walter, “the crescendos and climaxes of this movement resemble in their
grim power the mountainous waves of a sea that will overwhelm and destroy
the ship.” Three times a climactic hammer stroke threatens to “fell the hero.” -
the first about halfway through the thirty-minute movement, the second about
five minutes later, and the last a few minutes before the end. Mahler asked for “a
short, powerful, heavy-sounding blow of non-metallic quality, like the stroke of
an ax.” This effect is usually produced by smashing a huge mallet onto a deep,
resonant object.

Eventually the monumental struggle subsides, and the symphony would
seem to be heading for a quiet, gloomy ending in the depths of despair, much like
Tchaikovsky’s Pathétique. But unlike Tchaikovsky’s symphony, this one does not
expire without protest. Following a somber funeral march in the trombones, the
“fate” motif explodes in one final, cataclysmic outburst, this time supported by a
chord in A minor alone, sealing the symphony’s message of tragic destiny.

For a profile of Robert Markow, see page 37.
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Leo$ Svarovsky studied conducting at Academy of Music in Prague with Vaclav Neumann.
He has served as Chief Conductor of Janacek Philharmonic, Brno Philharmonic, Artistic Di-
rector at State Opera Prague, and Music Director of Aichi Central Symphony Orchestra.
Svarovsky has performed with orchestras including Sachsische Staatskapelle Dresden, Mo-
zarteum Orchester Salzburg, Bruckner Orchester Linz, Tchaikovsky Symphony Orchestra, and
Czech Philharmonic. He was guest of many important music festivals in the Czech Republic

(Prague Spring, Smetana’s Litomysl, and Moravian Autumn) as well as abroad (Reingau and
Colorado Music Festival).

12/23, 24 & 25 Special 25



HEIAN VI [N

TMSO Special "Beethoven's 9th"
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Wed. 25 December 2019, 19:00 at Tokyo Bunka Kaikan

BE @ AT ATOTAF— Leoz SVAROVSKY, Conductor
VS @ ﬁ#ﬁ%? Yoko YASUI, Soprano

XIVTFS/ @ BRBEF  Akiko TOMIOKA, Mezzo-Soprano

F/=)U @ @ 1 Kei FUKUI, Tenor

NUNY @ BAZESYRER Eijiro KAl Baritone

BIEEE @ EBHZEIE Hiroaki MASUDA, Chorus Master

&8 @ “EARBIER  Nikikai Chorus Group, Chorus
IR — @ 9{%5)%‘56 Tatsuya YABE, Concertmaster

N—h—J1 | TEMFEIE 52 op.125 (GISAT) ©59)

Beethoven: Symphony No.9 in D minor, op.125, "Choral"

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai
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Yoko Yasui studied at Toho Gakuen School of Music, Nikikai Opera Studio, and Universitat
fir Musik und darstellende Kunst Wien. She has appeared at Stadttheater Klagenfurt and
Bregenzer Festspiele, among others. Yasui has performed as Zerbinetta in Ariadne auf Naxos,

Olympia in Les Contes d’Hoffmann, Nanetta in Falstaff, and Kénigin der Nacht in Die Zauber-
fléte. She is a member of Nikikai.

Akiko TOMIOKA

Mezzo-Soprano
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Akiko Tomioka graduated with her Bachelor's and Master's Degrees from Tokyo University of
the Arts. She studied at Conservatorio di Musica "Arigo Boito" di Parma, Italy. She has sung in
La Pietra di Paragone at Teatro Regio di Parma, [ Viaggio a Reims at Rossini Opera Festival in

Pesaro, ll Barbiere di Siviglia in productions directed by Ozawa, and in /l Trovatore at Nikikai
Opera. She is a member of Nikikai.




Kei FUKUI

Tenor
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Kei Fukui obtained Master’s degree in Kunitachi College of Music and completed his studies at
Opera Institute. He studied further in Italy. He won the Milan Award at the 20th Concorso di
Lirica Italiano. Fukui has been active as a leading tenor in Japan. He received the 2014 Minister

of Education Award for Fine Arts. He is a professor of Kunitachi College of Music and a part
time instructor of Tokyo University of the Arts. He is @ member of Nikikai.

Eijiro KAl

Baritone
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Eijiro Kai graduated from Tokyo University of the Arts and obtained Master’s degree at the
same university. He studied in New York and Bologna. Kai made his Wiener Staatsoper debut
in 2003 and performed as Sharpless, Marcello, Lescaut, Enrico, and Duca di Nottingham,

among others. He is also active in concert appearances which include Messiah, Beethoven’s
Symphony No.9, Msa Glagolskaja and Ein Deutsches Requiem. He is a member of Nikikai.

29



30

12/23 Special 12/24 Special 12/25 Special

Nikikai Chorus Group chors
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Nikikai Chorus Group, the first professional chorus group in Japan, was established in 1953.
Centering its activities in opera performances, Nikikai Chorus Group also makes guest ap-

pearances with major orchestras, gives original concerts and performs in schools. The chorus
appears regularly with the TMSO at concerts of Beethoven’s Symphony No.9.

Hiroaki MASUDA

Chorus Master
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Hiroaki Masuda graduated from Tokyo University of the Arts and obtained Master’s degree
at the same university. He studied in Munchen. Masuda was formerly Principal Conductor

of Theater Koblenz, Principal Conductor of Saarlandisches Staatstheater, and General Music
Director of Theater Nordhausen/Loh-Orchester Sondershausen.
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Program notes by Robert Markow

Beethoven:
Symphony No.9 in D minor, op.125, "Choral"

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai

Ludwig van Beethoven: Born in Bonn, December 17, 1770; died in Vienna, March
26, 1827

In its grandeur, elemental power, cosmic scope and affirmation of the uni-
versal human spirit, Beethoven’s Ninth (THE Ninth) embraces a world of emo-
tional expression ranging from deep pathos to exultant joy, from demonic fury to
seraphic tranquility, from motoric energy to beatific stasis. The span of this sev-
enty-minute work seems to depict a vast structure forming “before our ears” --- its
opening moments as coming “out of the void,” as Cleveland Orchestra annotator
Klaus G. Roy put it. “Fragments begin to cohere; thematic atoms and molecules
form larger structures. To most listeners, the same sense of awe, wonder and
mystery that accompanies contemplation of the starry night applies to the Ninth.”

Twelve years separated the completion of Beethoven’s final symphony
from the Eighth (1812). Ideas, sketches and fragments had coalesced over a pe-
riod of many years, but work commenced in earnest only in 1822. The symphony
was finished in early 1824, and the premiere took place on May 7 of that year.
Having decided to incorporate Schiller’s ode “An die Freude” into his Ninth Sym-
phony, Beethoven struggled greatly to find the proper way to introduce the vocal
element into an otherwise purely instrumental symphony. His solution consisted
of an instrumental introduction in which brief references to the three previous
movements are peremptorily rejected by a recitative-like passage for cellos and
basses. This “recitative” presents the musical material for the first vocal entry
(baritone), which proclaims, “Oh friends, not these tones! Let us sing of more
pleasant and joyful things,” whereupon the famous theme, formerly played by the
orchestra, is now sung (“Freude, schoner Goétterfunken”). This theme, of almost
naive simplicity, caused Beethoven no end of difficulty. Dozens of variants are
found in his Sketchbooks, leading to the final, perfected form he retained.

The symphony’s opening is one of the most famous in the repertory. Barely
a moment is required for the listener to recognize that mood of hushed expec-
tancy, created by the sound of stark fifths in the horns, the strange rustling in
the lower strings, and the violins’ thematic fragments that soon coalesce into a
mighty unison outburst for the full orchestra. Though laid out in sonata form (ex-
position — development — recapitulation — coda), the movement contains
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a wealth of thematic ideas, and is far too complex to discuss in terms of the tra-
ditional contrasting first and second themes. The principle of continuous growth
pervades instead, with much of the musical material distinguished by its rhythmic
rather than melodic interest. The development section involves a lengthy work-
ing out of the principal theme (the initial unison outburst). The approach of the
recapitulation is signaled by two immense, terrifying statements of the principal
theme in D major over rumbling timpani. Leo Treitler writes of the “horrifying
brightness that the major mode can have. It is, all in all, the shock of being now
pulled into the opening with great force, instead of having it wash over us.” The
movement ends with an apocalyptic vision.

For the first and only time, Beethoven precedes the slow movement of a
symphony with the Scherzo, a plan Bruckner was to follow seventy years later in
his own Ninth (also in D minor). As music of relentless, driving power, the Scher-
zo is unsurpassed. This huge structure consists of a sonata-form Scherzo with two
important themes. But like the first movement, this is anything but a conventional
sonata form. The rhythmic pattern hammered out in the opening bars and its
characteristic octave drop pervade the fugally developed first theme, in addition
to becoming the accompaniment pattern to the robust and joyous second theme
heard in the unison woodwinds. The central Trio section brings much-needed
relief — a breath of fresh air and sunlight. Brighter colors, the major mode and
more transparent textures all serve to contrast the Trio with the demonic power
of the Scherzo, which is then repeated in full.

The Adagio movement, one of the most sublime ever written, stands in
stark contrast to the propulsive energy and forbidding grimness of the previous
movements. Two lyrical and well-contrasted themes of transcendent beauty are
alternately elaborated in a double variation form. A mood of quiet exaltation and
profound peace reigns by the closing pages, only to be shattered by one of the
most horrendous outbursts in all music.

After the finale’s long instrumental antecedent is finished, the movement
unfolds in free variation form. Beginning with the baritone soloist’s first stanza,
the “Ode to Joy” moves through a series of highly varied treatments: twice for
solo vocal quartet (followed by choral response); a Turkish march featuring char-
acteristic “Turkish” instruments — triangle, bass drum, piccolo — with tenor
solo; an elaborate orchestral fugue answered by a mighty choral affirmation of
the “Ode to Joy”; a stately new theme beginning with “Seid umschlungen, Mil-
lionen” (Andante maestoso), initially for male chorus and trombones, which in
the following section (Allegro energico) combines with the “Ode to Joy” in a
great double fugue; a spirited vocal quartet introduced by skittering violins, and
joined later by full chorus. This leads to the famous cadenza for the soloists,
where the operatic implications of voices joining orchestra are fully exploited.
Each soloist climbs to the top of his or her range. In a final burst of frenzied joy,
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The Ninth ends in the realm of Elysium, light years removed from the cares and
toils of daily life.

Beethoven scholar Maynard Solomon, in an address in Detroit some years
ago, summed up the import of Beethoven’s Ninth in these words: “Beethoven’
s life and his art can be envisaged as a search for Elysium, for ‘one day of pure
joy,” for fraternal and familial harmony, as well as for a just and enlightened
social order. With the ‘Ode to Joy’ of the Ninth Symphony that search found its
symbolic fulfillment.

“Beethoven’s Ninth has been perceived by later generations as an un-
surpassable model of affirmative culture, a culture which, by its beauty and ideal-
ism, some believe, anesthetizes the anguish and the terror of modern life, thereby
standing in the way of a realistic perception of society ‘- If we lose the dream of
the Ninth Symphony, there may remain no counterpoise against the engulfing ter-
rors of civilization, nothing to set against Auschwitz and Vietnam as a paradigm
of humanity’s potentialities.”

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 Mon-
treal's McGill University he lectured on music for over 25 years.
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