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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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Mendelssohn: Symphony No.5 in D minor, op.107, “Reformation”

I Andante - Allegro con fuoco

I Allegro vivace

I Andante

V. Andante con moto - Allegro vivace

{R&8 / Intermission (20 %)
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Beethoven: Symphony No.3 in E-flat major, op.55, “Eroica”

[ Allegro con brio

I Marcia funebre: Adagio assai
Il Scherzo: Allegro vivace

IV Finale: Allegro molto
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Program notes by Robert Markow

Mendelssohn:
Symphony No.5 in D minor, op.107, “"Reformation”

I Andante - Allegro con fuoco

I Allegro vivace

I Andante

IV Andante con moto - Allegro vivace

Felix Mendelssohn: Born in Hamburg, February 3, 1809; died in Leipzig, November
4, 1847

In 1829, an event of great musical importance served to reinforce
Mendelssohn’s involvement as a member of the Lutheran faith. This was the first
performance in almost a century of Bach’s St. Matthew Passion, which
Mendelssohn led in Berlin. As Bach had incorporated much Lutheran material in
this work, so too did Mendelssohn resolve to do the same in his Reformation
Symphony. Mendelssohn composed the symphony in late 1829 and early 1830. It
was meant to form part of the celebration in honor of the 300th anniversary of the
Augsburg Confession, a document outlining the tenets of the Protestant faith as
professed by Martin Luther and serving as the foundation of the Reformation (the
Lutheran Church). Due to general political unrest, the premiere scheduled for 1830
was cancelled. The symphony was finally performed in Berlin on November 15,
1832, with the composer conducting. Its absurdly high opus number (Op. 107) was
assigned by the publisher, as was the title. Mendelssohn himself had considered
several titles for the symphony, including “Reformation,” “Confession,” and
“Symphony for a Church Festivity.” The program for the premiere in Berlin called it
“Symphony for the Commemoration of the Church Revolution.” As Mendelssohn
never officially sanctioned any of these, we cannot know which, if any, he would
have designated upon publication.

The symphony opens in a mood of quiet devotion with a four-note figure
familiar to listeners who know the finale of Mozart’s Jupiter Symphony. But this fig-
ure was by no means the exclusive property of Mozart. It had been used by numer-
ous composers before him, and in fact can be traced back to a Gregorian chant
Magnificat motif, which means that its ultimate source lies in an ancient synagogal
melody. The Andante introduction also includes another ecumenical reference, the
so-called “Dresden Amen,” first heard quietly and devoutly in the strings. This par-
ticular harmonization of the cadence was made by Johann Gottlieb Naumann in
Dresden in the late eighteenth century for the Catholic church, but it was later
adopted by the Protestants as well. Its most famous use in classical music is in
Wagner's Parsifal, where in slightly different form it becomes the Grail motif.
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The main section (Allegro con fuoco) of the first movement unfolds in stan-
dard sonata form, beginning with a severe and strongly rhythmic theme in D minor
derived from the trumpet fanfares in the slow introduction. The second theme is
graceful and lyrical, though still imbued with the rhythmic urgency found in the first
theme. Extensive contrapuntal interplay characterizes the development section,
which works out the material in Mendelssohn’s typically well-crafted manner. The
“Dresden Amen” makes another appearance as the bridge between development
and recapitulation.

The second movement is a scherzo in all but name, strongly reminiscent of
the lighthearted fairy world of A Midsummer Night’s Dream — all smiles and joy
and laughter. The central Trio section features some particularly felicitous wood-
wind writing.

The slow movement, in G minor, is often referred to as a “song without
words,” and indeed, it bears resemblance to an operatic aria, with the sweetly elo-
quent violin in the solo role most of the time. After an impassioned climax, the
music comes to rest on a sustained G in the low strings. A ray of light beams
through the somber mood as a flute (an instrument Luther himself played), unac-
companied and unharmonized, announces the theme of Luther’s famous hymn “Ein
feste Burg ist unser Gott!” (A Mighty Fortress is our God!), which serves as the tran-
sition to the final movement. This hymn holds special meaning for Lutherans, and it
is hardly surprising to find it turn up as the basis of one of Bach’s best-known can-
tatas (No. 80).

Additional wind instruments and strings gradually join the flute to create a
richly harmonized chorale from the hymn tune. For this passage Mendelssohn
included a serpent, a low-pitched wind instrument whose name derives from its
shape, but which has long since fallen into disuse. Its part is usually taken today by
a contrabassoon or tuba. The main portion of the movement commences with a
sturdy, rising arpeggiated theme in the violins, which is followed in turn by several
others, all of which are worked into a masterful contrapuntal display interwoven
with statements of Luther’s hymn. The movement’s festive splendor is capped by a
final broad proclamation of the chorale decked out in all its glory by the full
orchestra.
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Beethoven:
Symphony No.3 in E-flat major, op.55, “Eroica”

I Allegro con brio

I Marcia funebre: Adagio assai
I Scherzo: Allegro vivace

IV Finale: Allegro molto

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

Critics are wont to pronounce judgments that are subsequently overturned 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 symphony written to date, yet it is incon-
ceivable 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 espousing 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).
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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 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 jar-
ring 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 develop-
ment 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 recapitula-
tion, and a long coda which functions as a second 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 inexorable momentum. Its
central trio section is remarkable too, not only in its virtuosic use of homns 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 fre-
quently 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 imme-
diately 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, especially Japan. At
Montreal’s McGill University he lectured on music for over 25 years.
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Klaus Makela is Chief Conductor & Artistic Advisor of Oslo Phitharmonic, Artistic Advisor
& Music Director of Orchestre de Paris, and Artistic Director of Turku Music Festival. An
exclusive Decca Classics Artist, he has recorded the complete Sibelius Symphony cycle with
Oslo Philharmonic as his first project for the label, released in March 2022. Mékela studied
conducting at Sibelius Academy with Jorma Panula and cello with Marko Ylénen, Timo
Hanhinen, and Hannu Kiiski. He has performed with orchestras including Chicago Symphony,
Cleveland Orchestra, San Francisco Symphony, London Philharmonic, Royal Concertgebouw
Orchestra, Symphonieorchester des Bayerischen Rundfunks, Minchner Philharmoniker, NDR
Elbphilharmonie, hr-Sinfonieorchester (Frankfurt Radio Symphony), Orchestra del Maggio
Musicale Fiorentino, Granada City Orchestra, Swedish Radio Symphony, Tapiola Sinfonietta,
and Mahler Chamber Orchestra.
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Shostakovich: Symphony No.7 in C major, op.60, “Leningrad”

Allegretto

Moderato (poco allegretto)
Adagio

Allegro non troppo
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Sauli Zinovjev:
Batteria (2016) [Japan Premiere]

Batteria, which 1 composed in 2016, continues my exploration of vigorous,
virtuosic music, but it also steers my expression towards more extra-musical topics.
Throughout the piece the rhythms are strongly tied to the pulse, from a primitive
crotchet one to a more relentless clock-like tick. The rhythmic aspect is crystallised
in the flash cut to a belligerent march for percussions and brass just before the cli-
max. The arrival, positively hedonistic in its fullness, at an E-major chord at the
very height of the piece acts as the firing shot for the final, ecstatic sprint against
time towards the finishing line.

Acting as milestones in the overall scheme of Batteria, which lasts about 10
minutes, are loud chords like church bells inspired by the dramatic events in Paris,
Brussels and Nice while I was composing the piece. Dedicated to life - A la vie -
Batteria is not, however, a political statement; rather, it is purely and simply
humane art from one individual to another, privately and personally.

(Sauli Zinovjev)
Translated by Susan Sinisalo
Commissioned by the Finnish Broadcasting Company

Performances
1.2.2017: Helsinki, Finnish Radio Symphony Orchestra / André de Ridder,
world premiere
26.6.2022: Tokyo, Tokyo Metropolitan Symphony Orchestra / Klaus Mé&keld,
country premiere

Sauli Zinovjev

Sauli Zinovjev was born in 1988 in Lahti, Finland. Until the age of
sixteen, he had played the guitar in a rock band. He studied in Sibelius
Academy and Hochschule fir Musik Karlsruhe under guidance of Tapio
Nevanlinna and Wolfgang Rihm (2010-15). Zinovjev has been focusing
mainly on orchestral music with commissions and performances by dis-
tinguished orchestras such as Munchner Philharmoniker, Oslo,
Gothenburg, Helsinki, Finnish and Swedish Radio Symphony Orchestras,
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Bamberger Symphoniker, Tokyo Metropolitan Symphony Orchestra,

Orchestre de Chambre de Lausanne, Scottish Chamber Orchestra, and Tapiola Sinfonietta. He
has collaborated with some of the frontline musicians such as Klaus Méakeld, Sakari Oramo,
Vikingur Olafsson, and Pekka Kuusisto. He was Composer-in-residence at the 60th Turku Music
Festival, 2019.
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Shostakovich:
Symphony No. 7 in C major, op.60, “Leningrad”

I Allegretto

II Moderato (poco allegretto)
Il Adagio

IV Allegro non troppo

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

On June 22, 1941, Hitler's army crossed the Russian border and headed for
Leningrad, determined to bring the city to its knees. Evacuation was carried out on
a massive scale, while those who remained were put to work fortifying the city.
Dmitri Shostakovich, at the age of 34 and already among Russia’s most famous
composers, was one of those who chose to stay. Having been turned down for
requests to be sent to the front and to work in the civilian guard, he finally landed
a position in the firefighting regiment. The Germans reached Leningrad in early
September. Bombs and shells fell on civilians and military targets alike, and the city
settled in for a siege of nearly 900 days. By October conditions were so bad that
the composer had no choice but to leave. He retreated to Kuibyshev, where the
Seventh Symphony was completed in December.

Against such a dramatic, traumatic background, the music Shostakovich
wrote at this time was inevitably closely linked to live events. He dedicated the
symphony to his native city, but the music spoke to Russians everywhere — indeed,
to the entire Allied world in its struggle against and defiance of the German
onslaught. The composer had wanted the world premiere to go to the Leningrad
Philharmonic, but wartime conditions ruled out that possibility unequivocally. The
premiere went instead to the Bolshoi Theater Orchestra of Moscow, which was
also in Kuibyshev at the time, on March 5, 1942 with Samuil Samosud conducting.
A performance in Moscow was given later in the month.

Rarely in the history of music has a classical composition, especially a large-
scale symphony, been used as an instrument of propaganda to the extent
Shostakovich’s Seventh has. With wartime emotions at feverish pitch, the sympho-
ny became an instantaneous symbol of courage, defiance, heroism and projected
victory. People rallied to the symphony much in the manner that they rallied
around their flags. At the first Moscow performance the audience even ignored an
air raid siren while they cheered the music to the rafters in a twenty-minute ova-
tion.

Today, more than three quarters of a century after its premiere, the sympho-
ny has lost most of its appeal as a propaganda tool, particularly its potential to stir
the spirits of men at war. But in a larger context, Shostakovich was dealing with

22 6/26 Promenade



humanitarian values and feelings beyond those of a single wartime struggle. “I did
not intend to describe war in a naturalistic manner,” he wrote. “I was trying to pres-
ent the spirit and essence of those harsh events. ... I was guided by a great love for
the man in the street ... love for people who have become the bulwark of culture,
civilization and life.”

The symphony opens with a grand, broadly-spaced theme in C major
expressing great confidence and purpose. The second theme is a lyrical, relaxed,
rather nostalgic idea sung by violins against an undulating background of strings.
So far the movement is unfolding in the standard procedure of a classical sonata-
allegro design, with two themes of contrasting character and tonality. But instead
of developing these themes, as would be customary, Shostakovich introduces a
new, march-like tune that will be played twelve times in succession over a rhythmic
accompaniment in the snare drum. It all begins innocently enough, with the tune
assuming a jaunty, happy-go-lucky air in its first few presentations, but growing
slowly, inexorably, to its ultimate, terrifying expression of a monster out of control,
consuming all in its path. Though Shostakovich denied that this passage had any
specific programmatic reference, it is sorely tempting to see in this musical jugger-
naut the image of German hordes advancing on Leningrad, growing from an ill-
defined speck in the distance to a gigantic, malevolent force towering over the
besieged city. Obviously though, the music can be interpreted in musical terms as
the growth of any kind of force or presence. At the height of the relentless musical
onslaught, the symphony’s grand opening theme, now in C minor, bursts into the
pandemonium in a heroic gesture of defiance, signaling structurally the beginning
of the recapitulation and symbolically the rout of the enemy.

Following the emotional trauma of the twenty-five-minute opening move-
ment, relief comes in the form of a relatively relaxed and gentle second movement.
The opening theme has a dancelike quality, the second a soulful, folksy character.
The latter is heard initially in the oboe, later in the English horn, and towards the
end of the movement in one of the longest solos ever written for bass clarinet. The
central, scherzo-like section is more assertive, perhaps as a reminder of the reality
of wartime conditions.

The third movement moves through a wide range of emotions, beginning with
an unsettling progression of dissonant chords for winds in alternation with a
declamatory statement from the unison violins. The solo flute, joined eventually by
a second in duet, weaves a lonely course in a varied version of the violin state-
ment. The heavy brass and drums join in for the dramatic, turbulent central pas-
sage full of syncopated rhythms and jagged melodic lines. The symphony’s most
beautiful moment occurs near the end of this movement in a song of consoling ten-
derness sung by the violas.

The finale returns to the restless agitation of a wartime mentality, but eventu-
ally resolves into a proclamation of heroic strength and ultimate victory.

(Robert Markow)
For a profile of Robert Markow, see page 13.
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Program notes by Robert Markow

Manhler:
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 Mahler: 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 append-
ed the subtitle “Tragic” to the symphony, though at least one scholar, Norman 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
Hammerschlag (hammer blow): collectively to Mahler, they represented “the crush-
ing 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 published
score.

Paradoxically, this symphony of dark despair and grim tragedy was written
during a period of personal happiness, marital stability, career success and artistic
fulfillment. Mahler’s administrative and conductorial duties in Vienna allowed him
to compose only during the summer months. The Sixth Symphony was written dur-
ing 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 Dr.
Theodore Reik believed that the experience of parenthood at age 44 stimulated in
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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 per-
sonal 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: timpa-
ni (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 trum-
pets 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 simultane-
ously 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 vio-
lins) 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 sympho-
ny 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, oth-
erworldly 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 statements of the
“Alma” theme sweep the movement to a triumphant conclusion.

Mahler 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 during
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, arguments each
conductor and each listener must resolve for him- or herself. Klaus Makeld places
the Andante moderato movement second. This movement provides an oasis of
tranquility and rest from the exuberance that preceded it and the raging emotional
storms that will follow. The music is lyrical throughout (often soaring 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
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major) far removed from the A-minor world of the other three movements. The dis-
tant realm where cowbells ring reappears in joyful exuberance.

The Scherzo is a study in the macabre and the grotesque, full of nightmarish,
cacophonous, fantastic visions, and underlined by unsettling rhythmic irregularities.
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 terrifying intro-
duction, 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 cre-
scendos and climaxes of this movement resemble in their grim power the moun-
tainous waves of a sea that will overwhelm and destroy the ship.” Twice a climac-
tic hammer stroke threatens to “fell the hero.” — the first about halfway through the
thirty-minute movement, the second about five minutes later. 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, reso-
nant 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(not preceded by an A-major chord), sealing the
symphony’s message of tragic destiny.

For a profile of Robert Markow, see page 13.
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