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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 Government. TMSO
announced that the term of Ono as Music Director was prolonged until March 2023.
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Sat. 12 September 2020, 14:00 at Suntory Hall

5E @ j(@%ﬂ]:t Kazushi ONO, Conductor
I5U%vh @ =58F53E  Hidemi MIKAL Clarinet
TS @ FBK ZF Manabu SUZUKI, Viola
IV —h< 29— @ WUHHESF Kyoko SHIKATA, Concertmaster
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I\/\ozart. Symphony No.36 in C major, K.425, "Linz"

[ Adagio - Allegro spiritoso
I Andante

I Menuetto

IV Presto
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Bruch: Double Concerto for Clarinet and Viola in E minor, op.88

I Andante con moto
I Allegro moderato
I Allegro molto

{AZ8 / Intermission (20 %)
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Schumann: Symphony No.3 in E-flat major, op.97, "Rheinische”
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Hidemi Mikai graduated from Tokyo University of the Arts and obtained Master’s degree at
the same university. He was formerly Associate Principal Clarinet of New Japan Philharmonic
and Principal Clarinet of Tokyo Metropolitan Symphony Orchestra. He is a member of Triton
Harumi Orchestra. Mikai is an associate professor of Tokyo University of the Arts and a part
time instructor of Toho Gakuen School of Music.

Manabu SUZUKI

Viola
TMSO Solo Principal Viola
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Manabu Suzuki enjoys an international career as a soloist, chamber and orchestra musician.
He has been invited to a number of music festivals including the Lucerne Music Festival and
Santa Fe Chamber Music Festival. In 1993 he joined the Bruckner Orchester Linz and served
as principal violist until his return to Japan in 2004 to begin his appointment as solo principal
viola of the TMSO, with which he gave the Japanese premiere of Viola Suite (concert version)
by E. Bloch.
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Program notes by Robert Markow

Mozart:
Symphony No.36 in C major, K.425, "Linz"

I Adagio-Allegro spiritoso I Andante II Menuetto IV Presto

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

On October 30, 1783, a year after his marriage to Constanze, Mozart
and his wife stopped in Linz on their way back to Vienna after visiting
Salzburg. The purpose of the stop was to see Count Thun, a friend of the
family and father of one of Mozart’s distinguished pupils in Vienna. In a letter
to his father, the composer wrote: “I cannot say enough of the politeness with
which we were overwhelmed. On Tuesday, November 4, I shall give a con-
cert in the theater here, and as I don’t have a single symphony with me, I am
writing a new one at breakneck speed.” The work was ready in time, incredi-
ble as it may seem.

Many commentators point to the influence of Haydn in the use of a
slow introduction to this symphony, the first such instance in a Mozart sym-
phony. Also on the program was a Symphony in G by Michael Haydn (young-
er brother to the more famous Franz Joseph), for which Mozart composed a
slow introduction. Mozart was to begin two more symphonies with a slow
introduction: No. 38 (Prague) and No. 39 in E-flat.

The Linz Symphony opens with solemn, portentous chords in dotted
rhythm (a repeated pattern of long and short notes), a gesture going back to
the French overtures of Lully and extending forward to Beethoven, Schubert
and beyond. The introduction is full of pathos, eventually yielding to the
energetic, festive Allegro spiritoso. Due to the excessive speed with which
he had to write, Mozart may be forgiven if the recapitulation does not offer
much more than a straightforward repeat of the exposition, but as if to make
amends for this, the exposition’s second theme is not in the expected key of G
major, but rather in E minor, with a quasi-Turkish flavor to it.

The slow movement is one of Mozart’s earliest to involve trumpets and
drums. A lilting siciliano rhythm characterizes this movement, but an under-
lying feeling of unrest is generated by the recurring military sonorities. Is it
only coincidence that Beethoven incorporated trumpets and drums, normally
silent in a slow movement of this period, into the slow movement of his First
Symphony, also in C major? The Minuet is courtly, and its Trio features
attractive scoring for oboe and bassoon. The presto finale is generally joy-
ous and exuberant, though there are hints of passing turbulence in the imita-
tive counterpoint of the central section.

Bruch:
Double Concerto for Clarinet and Viola in E minor, op.88

I Andante con moto I Allegro moderato II Allegro molto
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Max Bruch: Born in Cologne, January 6, 1838; died in Berlin, October 2, 1920

Max Bruch, who died exactly one hundred years ago, is remembered
today on the strength of a mere handful of works, most notably the Violin
Concerto No. 1 in G minor, the Scottish Fantasy (also for solo violin), and Kol
Nidre, but in his time (the late nineteenth century) he was renowned
throughout Europe, above all for his many sacred and secular choral works.
He wrote well into the twentieth century, but his style remained firmly rooted
in the romanticism of Schumann and Brahms. The concerto we hear on this
program was written in 1911, the year Mahler died and the year that saw the
premieres of such forward-looking works as Sibelius’ Fourth Symphony,
Stravinsky’s Petrushka, and Berg’s String Quartet.

The most striking aspect of Bruch’s Concerto for Clarinet and Viola is
the unusual combination of soloists, certainly the only such concerto by a
famous composer, and quite possibly unique in the history of music.
Understandably, it was written for two particular soloists, the composer’s son
Felix (clarinet) and friend Willy Hess. At the premiere in Wilhelmshaven on
March 5, 1912, Hess played the composer’s G-minor violin oncerto on the
first part of the concert, then switched to viola for the other concerto. (Bruch
also arranged the solo parts for the pairing of violin and viola.) Incidentally,
there is no relationship whatsoever between this concerto and Bruch’s two-
piano concerto bearing opus number 88a.

The music is steeped in the warmly lyrical style and autumnal glow of
late romanticism. Brahms in particular comes to mind, though no one could
confuse the two. Both clarinet and viola (two instruments Brahms featured in
chamber music) share equally in the solo writing. The first two movements
are devoted mostly to the solo roles, with the orchestra remaining discreetly
in the background much of the time. The soloists take turns in announcing
new material, repeating what the other has stated, and at times joining
together.

The opening movement is of modest design. Following the initial quasi-
recitative passage, two themes are presented. Each is briefly developed fol-
lowing presentation, and the movement ends. There are no formal develop-
ment or recapitulation sections as one would expect in the opening move-
ment of a romantic concerto. The second movement breathes a sunny,
untroubled world. Lyricism is again the keynote; even the central episode in B
minor scarcely ruffles the calm surface of this gentle music. The orchestra
finally moves into the foreground for the finale, and the soloists are at last
given opportunities to indulge in some technically challenging passage work.

Schumann:
Symphony No.3 in E-flat major, op.97, “Rhenish”

I Lebhaft I Scherzo.Sehr maBig I Nicht schnell IV Feierlich V Lebhaft

Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich, July 29,
1856



On March 31, 1850, Schumann accepted the position of Municipal
Music Director of Dusseldorf, opening a brilliant and exuberant, though short-
lived, new chapter in his life. Upon his arrival in the city, Schumann was wel-
comed in grand style with a full spread of speeches, banquets and concerts.
Having for the first time in his career a regular, salaried musical post and a
prominent orchestra at his disposal, Schumann plunged into a renewed inter-
est in symphonic writing, and in a feverish burst of creativity, wrote the Cello
Concerto in just fifteen days in October, followed immediately by his Rhenish
Symphony in November and December.

This symphony reflects all the optimism, joy of life and chance for a
fresh start he harbored in those autumn months of 1850. Schumann immedi-
ately fell under the spell of the Rhine River (which runs through the city), the
surrounding countryside, the friendly, outgoing people, and the picturesque
nearby towns. Schumann himself conducted the first performance in
Diusseldorf on February 6, 1851.

Schumann launches his Rhenish Symphony with precipitous energy and
a glorious theme that seems to shout for joy and exult in the thrill of new
adventures. A more relaxed, lyrical, even wistful theme in G minor is later
announced by the woodwinds and acts as a foil to the rhythmic instability of
the first theme, which soon returns and pervades most of the movement.

The gentle flow (or powerful surge, depending on the conductor) of the
Scherzo suggests the movement of the great river at Schumann’s doorstep.
The principal theme is supposedly based on a slow Landler, a country dance
with a sturdily lilting triple meter (in effect negating the heading “Scherzo” ).

The simple naiveté of German folksong, a subject close to Schumann’s
heart, is further developed in the third movement, a graceful, intermezzo-like
interlude. There are three themes, each clothed in different orchestral colors.

The fourth movement (the “extra” movement beyond the customary
four) is manifestly programmatic. Emanuel Winternitz calls it “a translation
into musical terms of the mystical atmosphere of the Gothic interior of the
Cologne Cathedral.” And indeed it is. Shortly before writing this symphony,
Schumann had made the fifty-kilometer trip on the newly-opened rail line to
Cologne to observe the elevation of Archbishop von Geissel to Cardinal in
Cologne’s great cathedral. The splendorous ceremony deeply impressed him,
as did the overwhelming majesty of the edifice itself, one of the tallest in all
Europe. To underline the ecclesiastical solemnity of the event, Schumann
employs, for the first time in the Rhenish symphony, the trombones, instru-
ments that in Schumann’s day were still not used regularly in symphonies.

The sudden contrast between the gloom of the fourth movement’s final
bars and the bright, vigorous finale has been likened to stepping from the
somber atmosphere of a Gothic cathedral into the sunshine and bustle of life
outdoors. We are back among the world of merry country folk, but the rela-
tionship of this movement to the one we just left is made obvious near the
end of the symphony, where the noble cathedral music returns in great, glori-
ous outbursts from the full orchestra.

For a profile of Robert Markow, see page 23.
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Wed. 16 September 2020, 19:00 at Suntory Hall

1518 @ KEFHIL Kazushi ONO, Conductor
FrAFU @ KEGHZESL Tatsuya YABE, Violin
Fz0 @ ZH X Dai MIYATA, Violoncello
E7/ @ JNUEMRE michie KOYAMA, Piano
IV —hKIAI— @ Dﬂjﬁ,m? (=Ei=m) Kyoko SHIKATA, Concertmaster (Triple Concerto)
IVH—hYRY— @ KELESL GTEHIZEE3E) Tatsuya YABE, Concertmaster (Symphony No.3)
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Beethoven: Triple Concerto for Violin, Violoncello and Piano in C major, op.56

I Allegro
I Largo
I Rondo alla Polacca

1AE8 / Intermission (20 %)
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Beethoven: Symphony No.3 in E-flat major, op.55, "Eroica"

I Allegro con brio

I Marcia funebre. Adagio assai
Il Scherzo. Allegro vivace

IV Finale. Allegro molto
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Tatsuya YABE
TMSO Solo-Concertm\;is?tuer:
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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 a soloist
with conductors such as Ozawa, Wakasugi, Fournet, Klee, DePreist, Inbal, Bertini and Gilbert.
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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Dai MIYATA

Violoncello
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Dai Miyata was born in 1986. After age nine, he won the first prizes at all music competitions
he participated in. He graduated from the Geneve Music Conservatory and completed the
Kronberg Academy program. In 2009, Miyata won the Grand Prix at the 9th Rostropovich
Cello Competition. He is one of the best young cellists who attract people's expectations in
the present age. Miyata plays Antonio Stradivari “Cholmondeley” 1698 (Loaner: Ueno Fine
Chemicals Industry).
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Michie Koyama is the only Japanese pianist who has won prizes at both the Tchaikovsky and
Chopin competitions. Her major project “24 recitals in 12 years” (2006-17) received great
acclaim. Since the Great East Japan Earthquake in 2011, Koyama has continued to visit
schools and public facilities in the affected areas to give her performances. She was awarded
the Medal with Purple Ribbon in the 2017.
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Program notes by Robert Markow

Beethoven:
Triple Concerto for Violin, Violoncello and
Piano in C major, op.56

I Allegro
I Largo
I Rondo alla Polacca

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

Beethoven wrote this work in 1803-1804, a period that brought forth
many of his most famous masterpieces: the Eroica Symphony, the Waldstein
and Appassionata Sonatas, the first Razumovsky Quartet, and Fidelio.

Yet the “Triple Concerto,” as it has become known, remains something
of a black sheep among Beethoven’s large-scale works. It nevertheless is an
attractive, well-constructed work, and offers a master’s solution to a highly
interesting and unusual problem: how to incorporate a chamber ensemble,
the piano trio (for which much repertory already existed, including by
Beethoven — his first published works were a set of three such trios), into
the context of a symphonic concerto. Among the difficulties to be overcome
were how to give each soloist enough thematic material to play without
expanding the formal layout to absurd lengths, and how to keep the dark, low
voice of the cello from becoming submerged in the overall sonority.

Beethoven solved the latter problem by writing most of the cello’s part
in the upper register of the instrument, and by giving it “first shot” at most of
the themes. The problem of overall scale was one that previous composers
had tackled (Bach in his Fourth Brandenburg Concerto, for instance), but
never before for this combination of instruments.

Much of the appeal of the Triple Concerto results from the various
interactions and juxtapositions of a) three different solo instruments, b) three
different possibilities for duets, and c) the full trio, all with and without
orchestral support. Yet, Beethoven aside, no other famous composer has writ-
ten a work like it.

Beethoven may have conceived the concerto for his sixteen-year-old
piano student Archduke Rudolph, the violinist Carl August Seidler, and the cel-
list Anton Kraft (history is sketchy on this point). The latter two were distin-
guished musicians, but Rudolph’s limitations are reflected in the piano writing,
which often sounds brilliant yet is for the most part not technically difficult.

There may have been a private performance in Vienna shortly after the
concerto was completed, but the first public performance did not take place
until 1808, with soloists who played badly. The event discouraged further
performances, and the work was not given again in Beethoven’s lifetime.
Strangely enough, the dedication is not to Rudolph, who remained a lifelong
friend and patron of the composer, but to another patron, Prince Lobkowitz.
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Beethoven:
Symphony No.3 in E-flat major, op.55, "Eroica"

I Allegro con brio

I Marcia funebre. Adagio assai
Il Scherzo. Allegro vivace

IV Finale. Allegro molto

Critics are wont to pronounce judgments that are subsequently over-
turned by history, none more so than the assertion by a British writer in 1829
that Beethoven’s Eroica Symphony was “infinitely lengthy ... If this symphony
is not by some means abridged, it will soon fall into disuse.” This opinion was
not rashly offered in the heat of emotion following the first performance; it
came nearly a quarter-century later. Yet few symphonies have acquired as
secure a place in the repertory as the Eroica. Beethoven himself proclaimed it
to be the favorite of his symphonies (though this was before he had written
the Ninth). As for its length (50-55 minutes), it was by far the longest sym-
phony written to date, yet it is inconceivable that a conductor today would
make even the slightest cut in performance, so integral to the structure is
every note of this score.

Beethoven wrote most of the symphony in late 1803 (sketches had been
made the previous year), and completed it in early 1804. Following several
private performances, the first public performance was given in Vienna’s
Theater an der Wien on April 7, 1805 with the composer conducting.

Originally the work was to be dedicated to the First Consul of France,
Napoleon Bonaparte. Napoleon represented to Beethoven all that was noble
and glorious in the human race — a daring young man who had risen
through the ranks on his own initiative and powers, who had liberated men
from tyranny, who had defied oppressive governments, and who was espous-
ing the battle cry of the French Revolution: “Liberté, Egalité, Fraternité!” But
when Beethoven learned that Napoleon had proclaimed himself Emperor
(May, 1804), he flew into a rage, rushed to the table on which the Eroica lay,
ripped off the dedicatory title page and cried, “Is he then too nothing more
than an ordinary human being? Now he, too, will trample on all the rights of
man and indulge only his ambition. He will exalt himself above all others,
become a tyrant.”

Sometime later, when the orchestral parts were published in 1806,
Beethoven inscribed the title “Sinfonia Eroica, Composed to Celebrate the
Memory of a Great Man.” The score was eventually dedicated to one of
Beethoven’s patrons, Prince Lobkowitz (the same man to whom the Triple
Concerto was dedicated).

This “great man” might have been an ideal, non-existent hero, but more
likely, it was the spirit of heroism itself that interested Beethoven. Paul Bekker
perceptively notes that Beethoven was interested in men like Napoleon “not
as persons but as types of the strength of man’s will, of death’s majesty, of
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creative power; on these great abstractions of all that humanity can be and
do, he built his tone poem.”

The Eroica is important musically as well as historically. In size and
breadth, it far surpassed anything of its kind previously written. Its harmonic
language was highly advanced for its age. The intensely strong rhythms and
the plethora of jarring dissonances disturbed more than one listener at early
performances.

In the first movement, the dimensions of sonata-allegro form were
greatly expanded. Rather than clear-cut first and second themes, Beethoven
employed no fewer than eight motivic building blocks. The cornerstone of
these is the triadic theme in the cellos, first heard immediately after the two
shouts that open the work. Other formal features of the movement include an
unusually long development section that includes a completely new theme for
oboes in the remote key of E minor, a trigger-happy horn entry in the “wrong”
key just before the recapitulation, and a long coda which functions as a sec-
ond development section.

The second movement, entitled “Funeral March,” is one of the blackest,
most intense expressions of grief ever written, grief on a heroic scale. The
middle fugato section suggests the grandeur of a classic Greek tragedy. But
towards whom or what is this grief directed? Napoleon the man? Napoleon
the liberator? Man’s indomitable spirit?

After this long, profoundly weighty movement, Beethoven recognized
the need for something more than the standard graceful minuet to lift the
spirits again. Instead, we find a scherzo of driving rhythmic energy and inexo-
rable momentum. Its central trio section is remarkable too, not only in its vir-
tuosic use of horns spanning three octaves, but for the way in which it moves
seamlessly back to the scherzo.

The finale — a theme with ten variations — uses for its theme the
same one Beethoven had used earlier in his Prometheus ballet music (though
not in the frequently played Overture), as if to symbolize the creative vitality
of heroism — Prometheus defying the gods and bringing fire to humanity.
Beethoven had also used the theme previously in a contredanse and in the
Eroica Variations, Op. 35 for piano. The theme makes its first appearance in
the oboe and is repeated immediately by the violins. This happens not at the
very outset of the movement, but several minutes later, when what originally
seemed like the theme becomes merely the accompaniment for the true
theme.

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, espe-
cially Japan. At Montreal's McGill University he lectured on music for over 25
years.
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