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Tadaaki Otaka was born in 1947. He has conducted all major Japanese Orchestras. He is also
a popular figure throughout the world particularly in the UK, where he is invited as Guest Con-
ductor to London Symphony, London Philharmonic, and BBC Symphony, among others. Otaka
made his Proms debut with BBC National Orchestra of Wales in 1988. He also received invita-
tions to Rundfunk-Sinfonieorchester Berlin, Bamberg Philharmonic and many others. In 1997,
he was awarded the CBE, in recognition of his outstanding contribution to British musical life.
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Elgar: Symphony No.1 in A flat major, op.55

I Andante. Nobilmente e semplice - Allegro
I Allegro molto

I Adagio

IV Lento - Allegro
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Hina Tabata was born in 2005. She auditioned for a talent agency in 2016 and entered the
entertainment world. She made her actress debut in a special drama project of NTV Friday
Road SHOW!, Bokura no Yuki Miman City 2017 (2017). She made her film debut in Neko wa
Dakumono (2018). Hina’s appearances in TV dramas and films including Tsumi no Koe (2020)
have built up expectations from.

Tomomi OTA

Accordion
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Tomomi Ota started her studies of accordion at the age of 10 under Noboru Emori. After
graduating from Kunitachi College of Music Senior High School in piano, she moved to
Germany. Ota continued her study at Folkwang Hochschule Essen (Concert Exam with high-
est honors) under Professor Mie Miki and Konservatorium Wien. Since returning to Japan in
2009, she has performed widely as a soloist as well as in chamber music and with orchestras.
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Program notes by Robert Markow

Takemitsu:
Family Tree — Musical Verses for Young People —

Once upon a Time — Grandpa — Grandma — Dad — Mom — A Distant Place

Toru Takemitsu: Born in Tokyo, October 8, 1930; died in Tokyo, February
20, 1996

Takemitsu composed Family Tree in 1992 upon commission by the
New York Philharmonic for its 150th anniversary season. The world premiere
was given on April 20, 1995, less than a year before the composer’s death.
Leonard Slatkin conducted and Sarah Hicks narrated. Subtitled “Musical
Verses for Young People,” Family Tree consists of a series of six poems by
Takemitsu’s friend Shuntard Tanikawa, recited (not sung) with orchestral sup-
port. Tokyo-born Tanikawa (b. 1931), is one of Japan’s most widely read and
highly respected poets, author of some sixty volumes of poetry, translator into
Japanese of many Peanuts and Mother Goose texts, and on several occa-
sions the subject of speculation for a Nobel Prize in Literature. Takemitsu
specified in the score that the narrator should sound like “a young woman in
her mid-teens.” Seiji Ozawa recorded the work for Decca with speaker
Nagiko Tono and the Saito Kinen Orchestra. Anthony Burton wrote in his
booklet notes that “the poems are a girl’s portraits of herself and her family,
sympathetically but unsentimentally observed.”

Takemitsu’s music bathes these portraits in exquisite orchestration. Two
recurring motifs serve to unify the music. The first is a descending one heard
in the work’s opening bars; the other is a rising motif heard shortly thereafter,
initially by the solo horn. The latter motif serves to introduce each of the six
portraits except the fourth ( “Dad” ); throughout this portrait the descending
motif is everywhere prominent. “Grandpa” is introduced by the violins and
developed in a long introduction, “Grandma” by the solo flute, “Mom” by the
horn again, and “A Distant Place” again by the violins. The music is suffused
with a lovely sweetness, lyrical charm, and deep sense of nostalgia as sug-
gested by the opening words, “mukashi, mukashi” — once upon a time.

Elgar:
Symphony No.1 in A flat major, op.55

I Andante. Nobilmente e semplice - Allegro
II Allegro molto

I Adagio

IV Lento - Allegro
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Edward Elgar: Born in Broadheath, Worcestershire, England, June 2, 1857;
died in Worceseter, February 23, 1934 (knighted in 1907)

“The greatest symphony of modern times, and not only in this country
[England]” was how the great Wagner conductor Hans Richter hailed Elgar’s
First Symphony. With the exception of Brahms, there has probably been no
composer whose first essay in this genre was more eagerly awaited than that
of Sir Edward Elgar. By 1908, when Richter directed the premiere of this
symphony in Manchester, Elgar was already 51 years old. He had received
eight honorary degrees from various universities, had been knighted by
Edward VII, and had received popular and critical acclaim for such works as
the Enigma Variations, four Pomp and Circumstance Marches, the Cockaigne
Overture, and the oratorios The Dream of Gerontius, The Kingdom and
The Apostles. In fact, Elgar had risen to become the most prominent and
popular composer in England, the country that, until the arrival of Elgar, had
been called “the land without music” (an unfortunate epithet that referred
only to the lack of native-born great composers, but certainly not to the
enormous number of top-quality music schools, musical organizations, and
performers). No wonder Elgar’s First Symphony was so eagerly awaited.
Shortly after the world premiere by the Halle Orchestra in Manchester on
December 3, 1908, conducted by Richter, the symphony was performed in
London.

Elgar’s first attempt at a symphony had begun in 1898, when he
declared himself “possessed” by the idea of writing a programmatic
symphony based on the life and character of General Gordon. But the image
faded, and the Gordon symphony was never written. Sometime in 1907, Elgar
jotted down the beginning of a symphony, laid it aside, and took it up again
in Italy for the winter. There he completed the first movement, and after
returning to England, wrote the other three movements between June and
September of 1908. There is no overtly programmatic element in the First
Symphony, though the composer’s personal philosophy and outlook on life
are found in his statement that “there is no program beyond a wide
expression of human life with a great charity (love) and a massive hope in
the future.”

Elgar’s personality and stylistic characteristics are deeply embedded in
the symphony. The slow introduction to the first movement is marked
nobilmente e semplice, a uniquely Elgarian directive. The word nobilmente
is the composer’s own, and would seem to embody the collective implications
of seriousness, refinement, nobility, dignity, reserve and perhaps even pomp
and circumstance, all characteristics we ascribe to the era of Edwardian
England. Elgar’s orchestration is based on the string sonority — elegant,
smooth, mellow and full. Horns or trombones often color this string sound.
Melodic lines with wide intervals — fifths, sixths, sevenths — often with one
rising and next falling — give a personal touch to many of Elgar’s themes.
Frequent changes of pulse, clarity of texture, and a sense of breadth and
majesty are also hallmarks of the First Symphony. Geoffrey Crankshaw sums
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up the work as follows: “With its wholly individual blend of harmonic
richness, thematic flexibility and instrumental virtuosity, it takes us to the core
of Elgar’s creativity and to a world which had not yet learned to distrust
spiritual exploration or emotional communication.”

The first movement opens with the nobilmente passage mentioned
above — a slow, quiet, marchlike theme that is repeated in grandiose manner
by the full orchestra. This “motto” theme will appear in various guises as a
unifying element throughout the symphony. The Allegro section, beginning in
the remote key of D minor, is full of struggle. Elgar’s “themes,” like Mahler’s
are really more like thematic groups; the “first theme” alone contains no fewer
than four elements. The second group, likewise consists of four elements, the
first of which is a gently descending line for violins in their upper range, the
last of which film aficionados will recognize as material another English
composer, Alan Rawsthorne, borrowed for his film score to The Captive
Heart (1946). Over the span of this long movement Elgar takes the listener
across a veritable cosmos of harmonic regions in music that incorporates the
textural density and rhythmic complexity of many Rachmaninoff scores, and
the kaleidoscopic orchestration and emotional intensity of Mahler. The
“motto” theme recurs four more times throughout the movement. In its final,
fragmented manifestation it retains only a ghostly echo of its proud beginning
some twenty minutes ago; Elgar is saving its moment of glory for the grand
peroration at the symphony’s conclusion, half an hour away.

The next movement, an impetuous scherzo in duple meter, rushes along
at a breathless pace. A second, march-like theme soon makes its appearance
and is developed until a recurrence of the scurrying violins. When this quiets
down, a gentler, more relaxed and delicately scored trio occurs, announced
by flutes with a glistening harp accompaniment. Scherzo and trio alternate in
A-B-A-B-A form.

The Adagio steals in without pause to the same melodic line as that of
the bustling second movement, now with new harmony and, in the words of
Michael Kennedy, “becalmed into a melody of limitless consolatory powers.”
This movement forms the emotional heart of the symphony, so expansive,
lofty and radiant that at the first performance the audience burst into
applause at its conclusion and Richter had to call the composer to appear.
Elgar’s friend August Jaeger called it “one of the very greatest movements
since Beethoven.”

Like the first movement, the finale begins with a slow introduction and
is followed by a restless Allegro with several components. The movement is
one of struggle and conflict. The grand climax arrives as the nobilmente
motto that opened the symphony fifty minutes ago is proclaimed in its final
form with great splendor and majesty.

For a profile of Robert Markow, see page 39.
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Masato Suzuki received bachelor’s and master’s degrees from Tokyo University of the Arts
and completed courses at Royal Conservatoire The Hague. He is Principal Conductor of Bach
Collegium Japan (BCJ), Conductor and Creative Partner of Yomiuri Nippon Symphony, and
Music Director of Ensemble Genesis. He has conducted orchestras including NHK Symphony
and Yomiuri Nippon Symphony. His BCJ Opera Series productions of L'lncoronazione di Pop-
pea and Rinaldo earned wide acclaim. Suzuki is Executive Producer of Chofu International
Music Festival and a visiting professor at Kyushu University.
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Sat. 20 March 2021, 14:00 at Suntory Hall
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Tomoki Sakata was born in Nagoya in 1993. In 2011, he was admitted as a youngest student
of International Piano Academy Lake Como. In Van Cliburn International Piano Competition
2013 he became the top six finalists, and he won the 1st Prize along with 6 special prizes at
International Franz Liszt Piano Competition in Budapest in 2016. Sakata has made recitals,
chamber and concerto appearances throughout Europe, Asia, U.S.A., and Africa. He is current-
ly studying at Hochschule fur Musik, Theater und Medien Hannover.
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Program notes by Robert Markow

Ravel:
“Ma Mere [Oye", Suite
(“Mother Goose”, Suite)

I Pavane de la Belle au Bois dormant Pavane of the Sleeping Beauty

Il Petit Poucet Hop o’ My Thumb

Il Laideronnette, Impératrice des Pagodes  Laideronette, Empress of the Pagodas
IV Les Entretiens de la Belle et de la Béte Conversations of Beauty and the Beast
V Le Jardin féerique The Fairy Garden

Maurice Ravel: Born in Ciboure, Pyrenées-Atlantiques, France, March 7,
1875; died in Paris, December 28, 1937

When Ravel found himself in the innocent world of children, his normal
air of cool detachment and reserve melted away, for he held a deep affection
and genuine warmth for young people. His own diminutive size bred a deep
inferiority complex which inevitably helped him gravitate to the worlds of
children and animals, both of which are prominent features of his Mother
Goose Suite. Two of Ravel’s closest friends were the little Godebski children,
Jean and Mimie. When they were still in the early stages of their piano stud-
ies, he wrote for them a four-hand piano suite tailored to their small hands
and limited technical abilities. Each of the five movements was based on one
of the children’s favorite fairy tales. The Suite proved to be too difficult for
them to play in public, so two slightly older children (ages six and seven)
were enlisted for the premiere performance, which took place in Paris on
April 20, 1910. The following year, Ravel transcribed these five crystalline
miniatures for orchestra. Such skill of coloristic nuance and texture went into
the orchestral transcription that the listener inevitably feels that the music
was originally conceived for the medium of the orchestra.

In the Suite’s opening number, Ravel conjures up a magical world of
childlike simplicity and idle daydreams with the sparest of means. “Petit
Poucet” depicts with graphic realism an episode from the Charles Perrault
story “Tom Thumb.” Tom, his plaintive whimpering portrayed first by the solo
oboe, then by other woodwinds, is lost in the forest (slowly meandering lines
in shifting meters for violins). “Laideronnette, Empress of the Pagodas” comes
from a story by Countess Marie d’ Aulnoy. The pagodas in question are not
sacred buildings with tall towers found in places like China and Burma, but
rather fairy-like creatures that attend to the empress in her bath. Ravel gives
his music an Oriental tinge through the use of pentatonic scales, xylophone,
tam-tam, keyboard glockenspiel and celesta. Next comes “Conversations of
Beauty and the Beast,” the conversations taking place musically between a
graceful waltz tune in the clarinet and the growling of the contrabassoon (a
rare and famous solo for this ungainly-sounding instrument). “The Fairy
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Garden” brings the suite to a close. As Prince Charming awakens the Sleeping
Beauty with a kiss, the orchestra traces a long, slow crescendo that grows to
a dazzling, radiant evocation of a child’s world of enchantment.

Poulenc:
Piano Concerto

I Allegretto
I Andante con moto
I Rondeau a la francaise: Presto giocoso

Francis Poulenc: Born in Paris, January 7, 1899; died in Paris, January 30,
1963

Francis Poulenc was one of the strangest figures in twentieth-century
music. He had little harmony instruction and no formal education at all in
orchestration, counterpoint or analysis. Much of his musical conditioning, out-
look and taste came from close contact with, and influence from, contempo-
raries in Paris during the teens and twenties — Satie, Casella, Stravinsky, and
particularly Georges Auric. The deeply thoughtful and the frivolous existed
side by side in Poulenc’s dual personality. Although the vocal and choral
works tended to be of a more serious and sophisticated nature, it was in the
piano works that the traditional French qualities of wit, frivolity, brevity and
clarity came to the fore.

While Poulenc’s Concerto for Two Pianos is one of the best-known
examples of its kind, his concerto for a single instrument remains relatively
obscure. Why this should be is not apparent, for it proffers all the wit, charm,
and fun found in many of his better-known works. Poulenc even initially con-
sidered calling the work Divertissement (entertainment, diversion) rather than
Concerto. In fact, the piano’s role is more of a “first among equals” than an
independent element, rarely playing alone. Poulenc composed it in 1949
upon commission from the Boston Symphony Orchestra as a concertante
work for him to play while on tour in the United States with baritone Pierre
Bernac. Charles Munch conducted the first performance on January 6, 1950.

The concerto opens with a flowing theme for the soloist, lyrical and
tinged with nostalgia. This is developed for a couple minutes, whereupon,
with no transition, a second theme suddenly appears, also flowing (Poulenc
described it as “ravishing” ) announced by solo viola, solo cello, and English
horn over a carpet of arpeggios in the piano. This is soon followed by a third
idea, this time jaunty and playful. Poulenc then proceeds to toss the three
ideas around in various transpositions and variants. Twice, towards the end
of the movement, the soloist appears about to embark on a traditional caden-
za, but each time the orchestra interrupts the proceedings, depriving the solo-
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ist of a moment to shine alone. The slow movement seems to come out of
some kind of dream world, briefly disturbed by a vigorous central episode. In
the final movement, in deference to his American audiences, Poulenc
announces about halfway through a variant of Stephen Foster’s minstrel song
“Old Folks at Home,” although in fact this is itself a derivative of an old
French sailors’ song. There is also a brief reference to the American national
anthem.

Mussorgsky (arr. by Ravel):
Pictures at an Exhibition

Promenade — Gnomus — Promenade — The Old Castle — Promenade —
Tuileries — Bydlo — Promenade — Ballet of the Unhatched Chicks — Samuel
Goldenberg and Schmuyle — The Marketplace at Limoges — Catacombs/Cum
mortuis in lingua mortua — Baba Yaga’s Hut on Chicken Legs — The Great
Gate at Kiev

Modest Mussorgsky: Born in Karevo (renamed Mussorgsky in 1939), province
of Pskov, March 21, 1839; died in St. Petersburg, March 28, 1881

For many concert-goers, Ravel’'s 1922 orchestration of the original piano
score (1874) remains the only one they know. However, Ravel’s was neither
the first nor the last. At least thirty others exist for full orchestra, beginning
with Mikhail Tushmalov as early as1891. Walter Goehr, Sir Henry Wood,
Lucien Caillet, Leopold Stokowski, Paul Kletzki, Vladimir Ashkenazy, and
Sergei Gorchakov, among others, have put their stamp on Mussorgsky’s score.
But that’s not all — far from it. An American record collector in Bloomington,
Indiana, David Canfield, has spent a lifetime amassing arrangements and
recordings of Pictures. For band alone he has discovered over two dozen
more. Then there are arrangements for string orchestra, Russian folk instru-
ment orchestra, Chinese orchestra, koto ensemble, woodwind quintet, brass
quintet (at least twenty of them!), guitar trio, and piano duo. There are jazz
versions, big band versions, a rock version (Emerson, Lake and Palmer), an
electronic version (Tomita) and a disco version. So far, we're talking about
only complete versions. If you include partial versions and single movements
( “The Great Gate at Kiev” is by far the most popular), then the grand total
comes to over 550 arrangements. Recordings? Canfield knows of more than
1,100 of them. Well over 300 are of just Ravel’s orchestration alone.

Perhaps the most astonishing fact of all is that for all the popularity
Pictures enjoys today, there is no known public performance of this score in
the composer’s lifetime. Mussorgsky was a fine pianist, but if he played
Pictures at all, it was only in private. The first documented public perfor-
mance took place only in 1914, and that was in England. This was preceded
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in 1910 by the first known recording, a piano roll made by one Gauvriil
Romanovsky. Pictures did not begin to acquire popularity until Serge
Koussevitzky commissioned Ravel to orchestrate the score. Koussevitzky con-
ducted the first performance in Paris, on October 19, 1922 at the Opéra.

The circumstances leading to creation of Pictures are well-known:
When Viktor Hartmann, an artist, designer and sculptor, died of a heart
attack in 1873, his close friend Mussorgsky was devastated. Mussorgsky was
further plagued with guilt feelings, recalling an incident a few months earlier
that clearly showed Hartmann had a serious health issue, but about which
Mussorgsky did nothing. Following his friend’s death, Mussorgsky slipped into
depression, aggravated by his alcohol problem. Some months later, Vladimir
Stassov, a music critic and friend of both Mussorgsky and Hartmann,
arranged an exhibit of about four hundred works of the deceased artist, hop-
ing that this tribute might in some way relieve Mussorgsky’s depression. The
exhibition opened in January, 1874 at the St. Petersburg Society of Architects.
Mussorgsky was inspired to create a suite of musical portraits for piano, his
only significant work for this instrument.

Each musical portrait is based on one of Hartmann’s paintings. A
“Promenade” theme opens an imaginary stroll through the picture gallery, a
theme that returns several times throughout the work as the viewer moves on
to another painting or group of paintings. These paintings are:

Gnomus — A child’s toy made of wood, styled after a small, grotesque
gnome with gnarled legs and erratic hopping movements. The Old Castle —
A watercolor of a troubadour singing in front of a medieval castle. Tuileries
— A lively picture of children scampering about, engaged in horseplay while
their nannies chatter. Bydlo — On giant, lumbering wheels, an oxcart comes
into view, its driver singing a folk song in the Aeolian mode. Ballet of the
Unhatched Chicks — Cheeping baby canaries dance about, wings and legs
protruding from their shells. Samuel Goldenberg and Schmuyle — Mussorgsky
called this piece “Two Polish Jews, Rich and Poor.” Their personalities are
vividly drawn. The Marketplace at Limoges — Another lively, bustling, French
scene. Here, rather than children, we find the rapid chatter, babble and argu-
ments of housewives. Catacombs — Hartmann himself, accompanied by a
friend and a guide holding a lantern, explores the subterranean passages of
Paris. Eerie, ominous sounds are heard in the ensuing “Cum mortuis in lingua
mortua (With the dead in a dead language)” . To a distorted version of the
Promenade theme, the music depicts a grisly sight. Baba Yaga’s Hut on
Chicken Legs — Mussorgsky portrays the fabled witch’s ride through the air in
her mortar, steering with a pestle. At the height of the dizzying ride, she
seems to sail right out of this picture into the next. The Great Gate at Kiev —
This depicts Hartmann’s architectural design for a gate (never built) to com-
memorate Alexander II's narrow escape from an assassination attempt in
Kiev.

For a profile of Robert Markow, see page 39.
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Tatsuya Shimono is General Music Director of Hiroshima Symphony Orchestra and Music
Director of Hiroshima Wind Orchestra. Born in Kagoshima in 1969, he cemented his inter-
national reputation as a conductor by winning the 1st Prize at 47th Besancon International
Competition in 2001. Since then he has guest conducted major orchestras such as Orchestra
dellAccademia Nazionale di Santa Cecilia, Czech Philharmonic, Barcelona Symphony, Sinfonia
Varsovia, Tokyo Symphony, and NHK Symphony among others. Shimono served as Resident
Conductor and then Principal Guest Conductor of Yomiuri Nippon Symphony as well as Guest
Conductor and then Principal Guest Conductor of Kyoto Symphony.
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Program notes by Robert Markow

Debussy:
Printemps

I Tres modéré
I Modéré

Claude Debussy: Born in Saint-Germain-en-Laye (near Paris), August 22,
1862; died in Paris, March 25, 1918

Although Debussy was one of the most original and influential figures in
the entire history of music, he did not show such early promise as many other
great composers had done. Like many young French composition students, he
sought the prestigious Prix de Rome that would allow him three years of
study in Rome, all expenses paid. In 1882, at the age of twenty, Debussy
made his first attempt at the Prix. He failed, but one of his submissions for
consideration was a work for female chorus and orchestra entitled Printemps.
(This is not the work on this TMSO program.) He tried again in 1883 and
1884. For 1884 he again wrote a choral work called Printemps, to a different
text from the earlier Printemps. (Nor is this the work on this TMSO concert!)
This time he won.

Early in 1885, Debussy left Paris to take up residency at the Villa
Medici. But he quickly became profoundly disillusioned with the terms of the
Prix. Living conditions were uncomfortable, petty rivalry was rife among the
other residents, and, worst of all, he was expected to send periodically back
to Paris samples of academically correct work (envois). He managed to send
one envoi, and then decided to terminate his Roman sojourn after the second
year. To assuage the authorities, he hastily composed a second envoi, which
turned out to be his third Printemps and his earliest completed orchestral
work. This is the Printemps you will hear.

Debussy professed that his intent in Printemps (Spring) was “somehow
to express the slow, agonizing birth of beings and of objects in nature, then
the gradual blossoming, and finally an outburst of joy at being reborn to a
new life.” This sounds remarkably similar to Stravinsky’s description of the
genesis of his Sacre du printemps, written twenty-six years later. Presumably,
however, Debussy’s inspiration really came from a totally benign source,
Botticelli’s famous painting Primavera. In any case, this Printemps (not to
be confused with his Rondes de printemps, one of the orchestral Images) has
nothing to do with a musical depiction of a season or nature. The title merely
alludes to the general concept of growth, the growth of an initial theme
(played in the opening bars by flute and piano) as it flowers throughout the
orchestra in different colors, rhythms, moods and melodic shapes.

Printemps reveals a composer who has not quite yet found his own
voice (the concluding march-like section sounds more like Saint-Saéns than
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Debussy), but many of Debussy’s fingerprints of style can nevertheless be
detected in what was still the spring of his own career, which would later
bear fruit in the form of mature masterpieces like the Nocturnes, Images, La
Mer, and the opera Pelléas et Mélisande. The first performance in the form
we hear it tonight (a re-orchestration by Henri Busser) took place on April 18,
1913 (just five weeks before the premiere of Stravinsky’s Sacre) at a concert
of the Société nationale de musique in Paris.

Bruckner (arr. by Skrowaczewski):
Adagio from String Quintet in F Major, WAB112

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

Chamber music is not a subject that comes to mind when Bruckner’s
name is mentioned, and in fact he wrote but three works in this medium.
There is an early String Quartet in C minor from 1862 (published only in
1955), and the String Quintet in F major whose Adagio movement we hear
on this program. There is also a single movement known as the Intermezzo,
which was written as an alternate scherzo for the Quintet.

This is no youthful, insignificant work. It was written mostly in 1879 at
the height of Bruckner’s maturity as a composer (between the Fifth and Sixth
symphonies), and is a full-length quintet lasting about three-quarters of an
hour. The first three movements were first performed in Vienna in 1881, and
the complete work received its premiere on January 8, 1885. It is worth noting
that this Quintet was one of the few compositions by Bruckner that met with
immediate success.

The Quintet is remarkable for many reasons, including its harmonic
adventurousness and frequent chromatic writing reminiscent of Wagner. The
slow movement (originally placed in second position, later moved to third),
for example, is in the key of G-flat major, just a semitone away from the
quintet’s home key of F major, but far-removed in terms of standard harmonic
practice of the time. Connoisseurs of Bruckner’s symphonic edifices will rec-
ognize some of the techniques, gestures and qualities to be found in those
works: sequences, long transitions set to the same small melodic fragment,
spaciously laid-out themes, and visions of grandeur and vast spaces. The
Adagio, like the corresponding movements of the symphonies, is grave, medi-
tative, and rises slowly and inexorably to a peak of intensity before subsiding
into the peace and deep solemnity from which it arose. This movement is
often performed as a stand-alone work.

Over the years, nearly a dozen men have undertaken to score
Bruckner’s Quintet, either in whole or just the Adagio, for string orchestra.
These include Hans Stadlmair, Fritz Oeser (the two versions most frequently
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performed), and two Japanese, Takeo Noguchi and Kenji Kaneko. The emi-
nent Polish-American conductor and composer Stanislaw Skrowaczewski
(1923-2017), one of the world’s leading Bruckner specialists, created his ver-
sion of the Adagio in 1998.

Brahms:
Symphony No.1 in C minor, op.68

I Un poco sostenuto - Allegro
I Andante sostenuto
I Un poco allegretto e grazioso
IV Adagio - Piu andante - Allegro non troppo, ma con brio

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3,
1897

For Johannes Brahms, the symphony was the very apogee of orchestral
music. So great was the shadow cast over the nineteenth century by the man-
tle of Beethoven’s symphonies that Brahms spent twenty years on his first
work in this genre. No other major symphonist had waited so long before
offering his first symphony. By the age of forty-three, when Brahms finally
brought forth his C-minor Symphony, Beethoven had written all but one of his
nine; Schumann had written all four of his; Mendelssohn, Schubert and
Mozart were already in their graves; and Haydn was up to No. 60 or so. But
on the other hand, aside from Berlioz, Schumann, Sibelius Mahler, and Elgar,
it is difficult to think of another composer whose first symphony is equal in
stature to Brahms’s. After the first Viennese performance of Brahms’s sympho-
ny, the critic Eduard Hanslick wrote that “seldom, if ever, has the entire musi-
cal world awaited a composer’s first symphony with such tense anticipation.”

Brahms’s cautious, humble, highly self-critical approach to composition
is well-known, but twenty years to bring forth a single symphony? His first
attempt to write such a work took place in 1853 at the age of twenty; this
material became diverted into the Piano Concerto No. 1 in D minor. At about
the same time he made sketches for another symphonic movement which
eventually, in 1862, were turned into the first movement Allegro of the sym-
phony. More years passed. Spurred perhaps by the success of his Haydn
Variations in 1873, Brahms wrote the remaining movements, and added the
slow introduction to the opening Allegro.

For the world premiere on November 4, 1876, Brahms deliberately
chose a modest setting — “a little town that has a good friend, a good con-
ductor and a good orchestra.” The “little town” was Karlsruhe; the “good
friend” and “good conductor” was Otto Dessoff, conductor of the Vienna
Philharmonic from 1860-1875. The premiere and subsequent performances
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led by Brahms met with moderate success, but the symphony had a long hard
struggle, right into the twentieth century, to gain public acceptance. It was
considered too dense, turgid, dissonant, ungrateful to the ears, generally too
formidable, lacking in melody and too generously endowed with counter-
point. The difficult time this work had on its road to success might be seen as
a reflection of its musical outline — from opening struggle to concluding tri-
umph. The first mighty bars of the slow introduction (the only Brahms sym-
phony to open thus) herald a work of enormous scope, power, and impact.
Over a steady, thundering tread in the timpani and basses, two simultaneous
lines work their way forward: one upwards (violins and cellos) and one
downwards (woodwinds, horns, violas) — in a gesture that seems almost to be
tearing apart the musical fabric. Despite its fifteen-minute length, the entire
movement is tightly-knit; all thematic, and even transitional material of the
Allegro is found in the slow introduction, almost as if this passage had pro-
vided the movement’s molecular building blocks.

The “demonic passion, wild energy, harsh defiance, and hard, cold,
stony grandeur” biographer Walter Niemann found in the first movement
gives way to a more relaxed, resigned, though still noble second movement.
Here we find some of Brahms’s most exquisite solo writing, which includes a
serenely lyrical theme for the oboe, followed a bit later by a plaintive narra-
tive for the same instrument, and, towards the end of the movement, the same
lyrical theme for oboe, horn and violin together in three different registers.

The third movement is a gracious Allegretto rather than a robust scher-
zo like Beethoven would have written. The mood is intimate, the emotions
relaxed, the orchestral colors painted in pastels — all welcome qualities in
anticipation of the tremendous emotional struggle about to be unleashed in
the finale.

In the fourth movement, as in the first, we again find an elaborate slow
introduction presaging all thematic material to follow. If the first movement
was grand, the last is grander still — the crown of the whole symphony. The
wildly shifting moods (shades of the introduction to the finale of Beethoven’s
Ninth) are dispelled by a glowing horn solo in C major, followed by a chorale
theme in the trombones (hitherto unused in the symphony!). The noble,
march-like theme of the Allegro has often been compared to that of the “Ode
to Joy” tune. The epic drama that follows culminates in a return of the trom-
bone chorale now blared forth by the full orchestra. The symphony concludes
in grandiose majesty. Glorious C major has triumphed over tragic C minor.

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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