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Yan Pascal Tortelier enjoys a distinguished career as guest conductor of the world’s most pres-
tigious orchestras. He began his musical career as a violinist. Following general musical studies
with Nadia Boulanger, Tortelier studied conducting with Franco Ferrara at Accademia Chigiana
in Siena. In 2020 Tortelier concluded his tenure as Chief Conductor of Iceland Symphony with
whom he has built a very special relationship in this role during recent seasons. Former posi-
tions have included Principal Conductor and Artistic Director of Ulster Orchestra (1989-92),
Principal Guest Conductor of Pittsburgh Symphony (2005-08), and Principal Conductor of Sao
Paulo Symphony (2009-11). Following his outstanding work as Chief Conductor of BBC Philhar-
monic (1992-2003), he was given the title of Conductor Emeritus and continues to work and
record with the orchestra regularly.

2/14 B Series & 2/19 C Series



$£96 /0] FHEERBIY—X

Subscription Concert No.967 B Series

YR —HR—IL

2023281 dawy 19008

Tue. 14 February 2023, 19:00 at Suntory Hall

EE @ ‘\7\//\0X7])[/ i\)lJl\'jUI Yan Pascal TORTELIER, Conductor
e7./ @ BREFE  Tomoki SAKATA, Piano
V-~ R9— @ IUHFHRF Kyoko SHIKATA, Concertmaster

J4—L kgl [RxxO—2] giZseh e»

Fauré: Prelude to Pénélope

JO0—5Y - vazZvb I BRELET /DD
HERTEER] 0p.82 (38%)
Florent Schmitt: Symphonie concertante pour orchestre et piano, op.82
[ Assezanimé 77X (THICLEVNEL)

I Lent > (E<)
I Animé XA (WEWVEL)

{AE8 / Intermission (20 43)

VA=V RER ZOKH op.20 339
Chausson: Symphony in B-flat major, op.20
[ Lent-Allegrovivo 3S¥ (BL) ~7L7J0-Js—TJx
I Tres lent L -5V (ETHE)
I Animé-Trés animé FIZX (WEWEE) ~hb - PIX (ETHLENEL)

FE | REMEIAEARREREXL
&R RRE. RRBHUBEZER
Y U—X374E | WeRHEGRRIEERT
@E XAbFrAb =R E B S
BhAL = (EOEMALEEEEIHEER)
K I A IRIATBUE AN BRI LIRS

BRI EARRBIEPEDRKBTY .

2/14 B Series



2/14 B Series

©HIDEKI NAMAI

2016FE 7SV -URRNEKRE? /- VI =)L\ AU—)E 1. 6D0DE5RIER
2, JVI—)LE L PIPABEET ZX ME UTHERBORE, 20214, 57
3ARBEIVI—ILD 1D, TUFR-NFREERSRIV 7L 7 /EAICT (%
¥iagezEb D, MMERY <)L ~»—V] (Standaardift) EFRAS5N. FA4MUAE, F
4@ 7> - ISAN—VERE? /- AV I —VICTCHER IR TREDAE, EF «
F BT/ AURT 43 VRIS TUBLU S DOERIE. JU—J5 REE
7/ - AVI—=JVICTE=Y 7L NEEICBIFRHREZSE, TvI VI v—EHE
E7 /- F U YT (RAV)BIUSIVEREEZRE,

ENEDELY., RS20 ETEEZEN. ERSEENDHESH. 20205
3R, HtRYBEREENNRARMEREST7IVNL [4Ua—YavX] (Fv7
AVI—FVaF)) BUU—X,

RRETAZZR T, /\/— T 7 —BXBEXEARZRY U R MEEICTEES. 2017
FHEEEX L - =R ESE,

In 2016 International Franz Liszt Piano Competition in Budapest, Tomoki Sakata won the 1st
Prize and six special prizes, becoming the first Asian winner in the competition’s history. He was
awarded the 4th prize at Queen Elisabeth Competition 2021. In 2013, Sakata was the young-
est finalist at Van Cliburn International Piano Competition. He won the Mozart Special Prize at
Cleveland International Piano Competition. Based in Hannover and Yokohama, Sakata received
the city of Yokohama’s Cultural Award and Art Encouragement Prize in 2017.

2/14 B Series



2/14 B Series

J#x—LU:
TE [RxO—7] g

MM THER, ENEOBNEREMZIELIATIIL - 74—V
(1845 ~1924) 72H, HBESEAIENTELARTIET+—LDRITL - JYv D
(I71BEI) LA [Rxu—T] O 1 fEOHTHZ. [R3u—7] OIF,icd
F YT Uy (FIEEE) [Fuxs] #1900 FICEHESETNEH,
CNEHNTO REAEELLBEERTERITIdR V., HHEFEHEEER
(ZF VWAL —IAER) TIhA » ZF AL I —)L (1802 ~61) £ =H—
AN, BERIEILYXDOFNHZARELTHF YT EAY =274 —LId,
FRTBEEPSITIENECAICWIAFKIZ o7z, 19 |IBDT T ZADTRTOE
HRPZITHo7zEIN, Ta—LbARIEMFLLTCOMINEE R TITW:
7. TOWRBREETHNZHoT,

TH—LBFARTOEMICEEL >7-DIF, BIROEITTH+—LDFrITEY
BIRLTWAD, MEDOWSERITE P2 KOEZ 257z Db K EBHEEHTH->
7zo 1907 F£2H. ®EVTANVATTI—TF—2BREETEZVTT /), JaryTUX -
TLT7IL (1869~ 1935) EH A& 5727+ —LIE A RTOIEfiZR<EI D SN T4 —
LIZASDOLWERERELT, Lt - 7x—37 (1882~ 1962) EBNSNI,
Tr—adildkBb, HRFIIY, FADAORER [FT72vbA47] ITEIKE
& [Rxu—7) 2RICA-TT7+—UIE. RE4RIZIEH RS OMERICED#2-
2o LWL BEEOREELTSILEBD 74+ —L A, (EMOIDDELES
R ZERTEDR, O—T Y RENT— ) TBRITEOKRBRFEF 57,
FRIDERETITIISEDORAZRE LIze =T AN —arTIETzF Y - R
J— (1874 ~1940 /¥ 71 DT) DFEEDLHNS, 1912 F8AIZ [RAo—
T 13EIRLEEHR LIZe TA—LIEZDARTZY Y = =V AUTHEL TV 5,

ARTOBEIZFI I HEFEICBIA A TEEBRDAYTE, A5 21—
AR CHAELFF10FE L BRSOV, 2V —AZFERIT 2R ru—
Tk, HEZEZEBEEOMUERDBI, LOPRBLL) - REBEBOH
BERT,

TLI7LVEYAL IO —)UZBZ TI913FE3H4BICThNIZEYTHLTATD
WiEE, FEOBHBAROH S THRMENDHIENTE LD >12h5, vty
YEBGTO/RIFE (5H10H) LEXEIBTOTYavwLAE (12H1H) T,
[RAo—7) ZBSEMISGEZ 6N, Ll Yr o BUPEE O BiEIZ. BliE
DOWERFICI->TIT BN, ARF=0IV I ETOFED., F—IRIEFRKE
(1914~ 18) DERICKDIER L 72> TLEHTe . THLIMNEDBERH T, [~ —

2/14 B Series

7




8

2/14 B Series

THIWREIIENESNT VST,

FEGDOL I S—N) —ITIZFRABENTE ol [Rxa—T] 255, 7+—1L1Z
CDFRFICHEEFH>T Wz, 74— LB THEBEINS I EEME->TW
7RI B X LEFEOFENLZ A0 — 7O (MEF) & vy
MIKBIBRNL) — 20 (BURH) oD, RiFERIT2DOOHHKITHEA
AbEN, WEICEBLTWVL, 73—LIET—7F—DFERITGRVLEALERE->T
BY, [Rx0—7] OFAMETA—TORIEIIZT =T F =508 B2 Rt 5%
B BIENLET 7RI T EVWI DI TR D572, TORIEMTYH, BRELER
RBI S REFET ., AT R LT EEEEL 7 LOEREY, T
F—DoDOEEL—FEDOBEEIRELZNS, HRFIIYEIOEBFICASDLL
AR HREEDHL TV,

(\AREZ)
EHREES: 1907 ~ 124F
¥ #E: 191383848 EVTALORERE LAV-ITT7VER
FERA: DI—h2. F—MRI2, AT Uvraiby, I5URvR2, NRITURwN, T70v
K2, RILV4A, RSURYR2, FOVR—230 Ta—/\ Ta4V/VZ KAE. YN,
5B

JO—2Y -1y h:
BREE T DI DFHZETER 0p.82

THa—5 23V (1870 ~ 1958) 1%, F Uy —BERETEALK. 19T/
VEERRICAZLTY2—)b - TAF (1842 ~1912) ODFf RAEER-Tze TAXRH
IWIEREREEEDLE, TOBRMEICHN T+ —VICEELTWS, SEIHOEET
KO-~ EEZE TS, U—vHZRITIATITRZTTEL. FUTrR
NTaELI—ayREMERLTEDD, ZLOA VAL —vavzBiz, 797
2R E®R. ElEg 2R bsE, VI ERIB. BEREDLDO (GEF
47) (1904) 2NV (U aXDBEY (1907 / 19128E]) = EDFEIEEIL Tl
ICHEL, BEIERRELTCOFMIZEIZIL T oz, a3y MIEEICDE
DHTRIGEHRS LoD, TAa—LORREIZELZD, a3y MERLZ20
HAZDFEICIE, DIEPART TORINIMEHRICE>TDNEEIETIE %75
Tz,

TaIYyMITA—VEERLTWA, XL 775 (1867 ~ 1950) T <
JUFEITIZEID T AT VAL TV, Ya3IvNIT—7F—JkviLh - v
NI RAZIILDHET ARV OBRIUT VIRDPOREIREEELZIT, NI T4v7
BEEIRREZERLZ. REMEC(TOADEBEN ITIZT 23V DEFSI LAY A IUA
FEZFICRN TV,

2/14 B Series



—F RANREEF OISO ELT ST AERELT. BT - I—F
4V F— (1874~ 1951) OERZ=ZF, 1931 FIfEfESN R LM TIX.
ANHHE OFVEZDFEINIEE PN, ZOBERIINVN—I2T )T a7 11—
(1916 ~ 2013) IZIEDWVT WA, Z—t I YF—ITaIvMIET Rz 7
TARNIZAS, VaIyMSEWLDIE. =T AT BT 2T A, BIENTAHHE
ROET I/ HBBEMTIIR, MEPER AL TCEELEBEL LA THER
B THorz, 1932411 H258I107 —t T4V F—ERAM BRI LS TIT
DNIFETIE, a3y bEEPHBYT J2EHELTW5,

a3V OHEZEMIE. WMBET ) HF—r AN ORFADEEILE T H1%E]
2 20O T REMOHDHZREOL TS, ATTITI[ET ) EF—
AN DI | TIEHL [F—=r AN EET ) Dz ]| OHEREHEEIPN T
HIEL, fFROIAVE T NEEBRTIIRWESD . BEREHOLYT ) /—HC
WBEERT Iy I PBERSNED . ZHUIE—T AT DT 7V RIZEITHEAR
FNTVD, IHULHEZEMICIE. TPy - 2T (1851 ~1931) D (7
52 ZADINN DI EBATER) (1886) EVWHEFINHHH. T 13IvhDIHERLE
HOET ) I8—ME. YT 1 DFNEDSSHIH = AT DOHIZIEITRAATVS,

FIRE 7o - 7IA(FHICVWENEE) BHZVFIYER. A= Ab50D
SRICELEIVE—BTEIPFHE. ET7N3EFTBEVIIROHT &, KFESE
BOYAR=YaVERVY XL (BB ALORENAT) 2K T 5 (B1EE
) o FWTHEERIAETRAFHET 2RALLWT - END, INHITE
EREZLPOEBELBUTCRDBELEL TS, TURPEHECALLE(LLT, HE
WiELAE, BE2RBEERTET AL BB ERASELSD, WET 744
RAVT VARV IET ) EXFES B (FE2EEIR) . BT/ EF =T AT DY
RINNVZ NI X HE3FE AR TERMIBICAD, 7/ O3FEFITEST/NR
IIVAYNPIEIEELETHEAPOFRREL D, I—FY TIIHEIFHELE
BL, EPPICKELZFALS,

FE2RE SV (B N TFaiqsi—zmdAniEcsts, Bk
o RER T, [A—B—A—-C—A—-B—C—A| 0. FZELH (A) T, €7/
DOEFEITHFF LAY PARERBEEBIIROMALZE,MCHEHT, ET I
BENEND LT URIWMPICEES (B) 25, HUEREZBEELTFSR (A) 27
T2, RV OEBXEPNTEEBSREZRVHETE, COEROABEN
INEFENLMANEREINS(C).

EIRE FIX (WENnEE) BHEVIYER. JotT. Fzu, aVhIN
ADFELED 2 —=DIcE-oTHIAS N, 77TV ENRTTURYNIE NS
FNIEETA—TWET NG IZWANS (FR), HIEEIET ) PRRT 58D
BHDT YIRS TFICEAE2ER (RBOEY Y1 H—b) HBEHKL
BRI TIERICFREDET— 7B TEI b, 77TV Bl ETEEZET

2/14 B Series

9



10

2/14 B Series

BHEFBIIIEES.

ITERBOEBEIPENDEIRETIE. E7/BITERBNIRDNS, 7/ EIT
MBOEXIEZICERGN, EEITRESNENS, ZORBEDOF—7 AN —3
VEBEOG., 754 ZAEFEAE-T N,

(\KREZ)
EBEFFY: 19316

] JE: 19324118258 {ERpEimz=
LT A - I—t I VF—IEE RANTEEH

REwA: w30, TIb—R20 F—RI2. A VT Uy aR)by. ISURYR2, INZATSURYN,
Trwk2, VNS TFIvbN, RILV4A SSURYR3 MOVR—230 Ta—/\ T
S VINZ, KRAEL. YN INKB. NSAT VDI, IVTUY ARIRYN T
IIe PITA=IVNIbe YOT4Y. N=T2. FTURY (JaReI U TIAFE).
FLASER, JREET

V3=V
REM ZOKH op.20

BRI NI aTOREICEETNIZTIVA AR 23— (1855 ~ 99) 1d, RN
EDTICREH DS E P LHBELZZION. ISBRTIOVICHADTSELD
IZgo7cva—yvid, BEPLH. REICRVLELEZRES, 770y =Fby—)
RIURVEVSTEEHR b ER LTz, BETIIESY U TAEHMDEN, KELE
EEZIFT5,

RBEOFEOLH > CEBZREALE Y I—VUEDN, BEEANOEELZETENT,
24 TNV B EPRICAZE L. Y AREMERIE L. ¥ TAOED TS —)L-
TT27(1822~90) DI T ABREFT AL/ a— U d, REILTTVY
OBFERBIMEELTCVWE, 7I5VF AN (7T IDEEE) OUVEDELR-STWVL,
Ta—LbTaIvhbEHEo7 LD, 19MREBED TSV ADIEMFETT—
F—DHELINSNIZLDIXEEAE WD ST2H, Ya—V FFDLEIPTHE
DDOIFT =7 F—DEHEIZESRYEBDPSTAEME o7 LlZVZya—Y b
J—7F—DFEZEHINIZIFANTW DI TIdEL, BEEERICLD44
BT BAET, ZOREDPLENLDEERUFET .

A=V IUPELERLESIIART[TIT2AE]E. A=) —LFEOM
FIZ[MNIRG e IINT | poD# B2 RHE 5, a—VrB[7ILTaAE]IC
DA TVZ1886 ~ OSED104ERE X, a— VAT —FF—IZHELEIN
TR 57, 1889 ~ QORI SN EHICH, RIBVT—FF—DEN
BLonbd, ZNWRIC, Ya—V P T—TF—PoBN-WEEZIRDI-OLE
72ZDTAIEoTze a—=I YD [T —7F— L] ITRANCE R UI-DIE. X2
DIEMOFTIE. 1888FEDIETH 5,

2/14 B Series



2=V B ME LI 1880F M. V=P - ADOTEMEIE F
IVHTATY (1886) VT ADKT T2 ADILADIITLHZEM)Y (1886). 7T
T DOIZEER (1888) I EMHIRNWTHRESN. 77V AOREMDOE ST
Holze 187IEDEIABFOMBICE->TFTaFIRLDEED, [T50AD
IR DREBICHER SN EM. KORKEERBALZDE, T a—I DO E
bZIHLI [TV ADOREM ]| OBEOOEDICEASNED. 1891FE4H18H
DEHREEMEDHEEST. FHEBFOREICIVIESN L. CORE
B S TIILIESDOBIEZE SN DTz, FOHRITIE. Ya—VrE2at75
VEANBE, U= — AR T4 —LEVSTFDIEPOIERIR 125 ED R ILA
HO. INIDOF =7 ANT I a—V VOREMODERFEZ D2 o7z, ZORE
B D F-AEi 2 TR E DV - DIE 1897F I/ Th N7 IV by —)L - =F a2 (1855 ~
1922) ENILY 2 T4 LD A ETOIEER 7,

A=YV YDOREBMIT T IR T A DR EMERI L3 DDEENSM S,

FIRE SV (B ~7L70-90—J7 EuEfR VIl K&
A DAATOEELFETEEMIT S, BRESERTFTEEI L. 49D3HAT.
TLTU - T4—THDERRICAD, T7IVRERN I HBOENRE ]I EEERRT
%o MM LE2EBIBARRT, BEHRLIITIRvNEI-THDNS, B
FIESCIEEICHE N FEE R LD S, REICTVRE LS 7947y TANER B,

SE2RE M-SU(ETHIEL) ZEH 47 04T 3FERX ZoRE
HTHELT—7F—2RBUSEEZODIDEKET, [NAYVEAVILT] DR
ICRVRAARZDEERTHEOLBREETH S, ZOEFHOPEITIEA T
VY aR Vo EMBF IO RELVIEEPREND, (7 VvTakL i3y
FaE T IO EMTHHNRN VAN EI6NT TV FAMBRICADDE
BTHALFERIC, [NIRYIEAINT 2R YT BB THH 5,

FEIEE FIX(2ENWEE) ~pU PIX(ETBVRENEE) ZuEfH 2
FOAT FEBBERERBIIIDEDEII L/ —VErT Ry DR A
BI7YIT7—UICEPNT, FOEIAVIINANTEEBIZORWE | ETEE R
R 5., ZERAOE2EEIINBIICIZ-EDEAAL, EEBOIV T AN
MoTW5b, HHAEYVFYERTEPNIZEIRKZICIE, BOT7I0 7162 T
WEEREALESVWTBY, BRFICEIREOE I TEIEH T30, B
RO ITA2 v ATHEIEEFEROET+— 7B R BOEEZIT—
JNEZEZCHEIRET %,

(\RE=Z)
EEBEEL: 1889 ~ Q0%
7 E: 1891448188 /{U ERSEBAROEESR (FHEEE
BRI TIL—B3 EBIFEyI0FE), 7—MRI2. AVJUvvamR)by, I3URYR2, N

IZUxy, J7OwR3, RILV4A "SRV, ROVR—23, Ta—/\ T4V,
N—T2, %EK5ER

2/14 B Series

11



2/14 B Series

Program notes by Robert Markow

Fauré:
Prelude to Pénélope

Gabriel Fauré: Born in Pamiers, France, May 12, 1845; died in Paris, November 4,
1924

Gabiriel Fauré is a name well known to many concertgoers. His Requiem, the
Pavane, the Suite from Pelléas et Mélisande, and the Elegy for cello and orchestra
turn up regularly. But the work that opens this concert, the Prelude to Pénélope, is
a rarity.

Pénélope is Fauré’s only true opera (his tragédie lyrique Prométhée resists
categorization). Fauré worked intermittently on Pénélope over the course of the
years 1907-1912. Teaching and administrative duties as head of the Paris
Conservatoire left him only summer holidays available for composition. It was first
seen in Monte Carlo on March 4, 1913. Two months later, on May 10, it was a
huge success in Paris at the Théatre des Champs-Elysées. Those with a nose for
history will recall that three weeks later the epochal premiere of Stravinsky’s Rite of
Spring would take place in that very theater. The fallout from The Rite was such
that it obscured virtually all other musical activity in Paris for months, leaving
Pénélope unjustly neglected. The score is dedicated to Saint-Saéns.

The title character is the wife of the Greek hero Ulysses, who, after ten years
fighting in the Trojan War, finally arrives home just as Penelope is being forced to
choose a new husband from among the many unwanted suitors who have been
vying for her favor. The opera employs the Wagnerian Leitmotiv technique, in
which themes or motifs represent specific characters and events in the story. The
music is continuous, has no formal arias, and requires weighty voices for the two
main roles. Nevertheless, despite all the lofty sentiments, powerful emotions, and
grand gestures, it is essentially an intimate and restrained work, as the prelude sug-
gests. Violins present the theme of Penelope on the opening bars; solo trumpet that
of Ulysses shortly thereafter.

Florent Schmitt:
Symphonie concertante pour orchestre et piano, op.82
I Assez animé

I Lent
I Animé

Florent Schmitt: Born in Blamont (a commune in the department of Meurthe-et-

Moselle in northeastern France), September 28, 1870; died in Neuilly-sur-Seine
(near Paris), August 17, 1958
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It is entirely appropriate that music of Florent Schmitt follow that of Fauré on
this program. Fauré was one of Schmitt’s teachers at the Paris Conservatoire, and
his influence can be heard in many of Schmitt’s compositions. In 1922, Schmitt
contributed a piano piece (Scherzo) in honor of Fauré to a special supplement of
the October issue of the journal La Revue musicale, and in 1935 incorporated this
Scherzo (now orchestrated) into the orchestral diptych In Memoriam, a further trib-
ute to his mentor.

“Schmitt” sounds very much like a German name, and indeed, this French
composer came from German forebears and was born in Lorraine, a region that has
passed several times between French and German control. Schmitt followed no
school or ism; his style is hence eclectic and difficult to define, incorporating as it
does elements of impressionism and romanticism as well as frequently complex
polyphony. He composed prolifically right up to his death, one month short of his
eighty-eighth birthday. From a catalogue of 138 opus numbers (same as
Beethoven), mostly instrumental, Schmitt’s best-known composition is the sym-
phonic poem he drew from the ballet (or “mimodrama” ) La Tragédie de Salomé,
which is characterized by masterly orchestration, dynamic power and evocations of
the Middle East. None other than Stravinsky called it “one of the greatest master-
pieces of modern music.”

The Symphonie concertante was written on commission from Serge
Koussevitzky, conductor of the Boston Symphony. Koussevitzky requested a piano
concerto as part of the orchestra’s 50th-anniversary celebrations, but the composer
preferred to merge the solo piano part with the orchestral fabric rather than present
it in traditional form of dialogue between soloist and orchestra; hence the title
Symphonie concertante rather than Concerto. Schmitt made his only visit to the
United States (he was an inveterate world traveler) to appear as soloist in the
world premiere on November 25, 1932. Since then, the Symphonie concertante has
been heard only rarely (led by, among others, Paul Paray, Pierre Monteux, and
Dmitri Mitropoulos). There has been but a single recording, released in 1994,
and according to Phillip Nones, who eleven years ago founded the web site
florentschmitt.com, there has been no performance anywhere in the world since
then. Yan-Pascal Tortelier, a strong advocate of Schmitt, leads the TMSO this week
in what is almost certainly the Symphonie concertante’s Japanese premiere.

The genre known as the symphonie concertante (or, in its Italian version, sin-
fonia concertante) was a short-lived genre popular in the late-eighteenth and ear-
ly-nineteenth centuries, especially in France. Nearly six hundred such works by
over two hundred different composers were written, yet just three remain in the
standard repertory today — one by Haydn and two by Mozart. The genre was
revived in the twentieth century, with examples from Enesco, Milhaud, Bloch,
Walton, Martint, and Szymanowski, among others. The basic principle involves a
fusion of the Baroque concerto grosso with classical formal design. Anywhere from
one to four (but usually two) solo instruments are featured against an orchestral
background, not in the alternating tutti and concertino manner of Vivaldi and
Handel, but rather more in keeping with the formal design of a symphony.
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Schmitt’s Symphonie concertante blends romanticism with modernism in a
38-minute score of sonic richness, dense orchestral textures, caustic harmonies,
rhythmic complexity, jagged melodic lines, and a rich palette of colors. The first
movement is laid out in more-or-less regular sonata form with three main ideas: the
first powerfully propulsive, with piano and orchestra in intense dialogue; the sec-
ond lyrical, somewhat reminiscent of Ravel in one of his more contemplative
moods; and a jaunty, three-note figure (short-short-long) tossed about between
piano and orchestra.

An air of mystery hovers over the central slow movement. Here the piano
assumes a more soloistic role, but is still in nearly constant dialogue with orchestral
instruments. The writing is predominantly lyrical, at times taking on a luminous
glow.

The final movement opens with subterranean rumbling. Short the passage
may be, but it is the longest passage for orchestra alone in the entire work.
Rhythmic energy is the driving force throughout. Like the first movement, this one is
filled with virtuosic flourishes and kaleidoscopic orchestration in constantly varied
patterns of colors, dynamics, and textures.

Chausson:
Symphony in B-flat major, op.20

I Lent - Allegro vivo
I Tres lent
Il Animé - Tres animé

Ernest Chausson: Born in Paris, January 21, 1855; died at Limay, near Mantes, June
10, 1899

When Emest Chausson’s name comes up in musical circles, it is often in the
context of composers who died under unusual circumstances. In his case, it was
from a bicycle accident at the age of 44, when he rode headlong into a brick wall
and was instantly killed. Peculiar as the incident may be, Chausson was neverthe-
less a man of the utmost seriousness, a composer who blended romanticism, sensu-
ousness, mysticism and classical discipline into a personal style. He was one of the
brightest stars in the orbit that surrounded César Franck, yet he also openly pro-
fessed great admiration for Wagner, a stance that amounted to something
approaching musical heresy at the time.

Like Franck, Chausson composed a single symphony, which was premiered
just two years after Franck’s, on April 18, 1891 at a concert of the Société nationale
de musique in Paris with the composer conducting. Both of these magnificent,
inspired, highly polished symphonies have slipped in popularity in recent decades,
but this is no reflection of their inherent high quality.
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As Chausson was a pupil of Franck, it is hardly surprising to learn that he
modeled his Symphony on that of his mentor. Like Franck’s Symphony, Chausson’s
is in three movements, the second being a slow movement of rapturous beauty.
Both last slightly over half an hour, make extensive use of chorale themes, and
begin with a slow introduction in which the symphonies' main thematic material is
adumbrated. Even the instrumental requirements are nearly identical, including
English horn, bass clarinet, harp(s) and four trumpets. However, all this is not
meant to imply that the two symphonies sound even remotely alike. Chausson had
his own voice, and his symphony is as assured and individual a work as Franck’s.
Particularly in the flexibility of form, Chausson’s symphony is far different than
Franck’s, even though both composers used cyclical procedures (the recurrence of
thematic material in later movements to confer unity.)

The solemn and mysterious slow introduction immediately introduces in the
lower strings a germinating motif that will give rise to most of the symphony’s the-
matic material. The dark colors, plodding rhythm and sullen atmosphere of this
introduction suddenly vanish as a solo horn and bassoon (in octaves) quietly
intone, to a rapid waltz rhythm, a graceful, leaping subject that soon moves on to
other instruments before finally bursting forth in all its glory in the full orchestra.
The second theme is one of those characteristically lush, even voluptuous themes
late nineteenth-century French composers excelled in conjuring up.

The second movement in particular betrays the pervasive influence of
Wagner on French symphonists of the period. Wagner’s brand of chromatic harmo-
ny is everywhere present in this movement, as are the oppressively dark colors and
weighty textures, all of which come directly from Parsifal. Chausson also learned
something from Wagner about orchestration. Note for example the striking combi-
nation of unison English horn and solo cello in their presentation of the second
subject against a background of glistening strings — a magical moment.

The finale begins with madly swirling strings against which trumpets, then
horns, hurl forth sturdy fanfares. Soon cellos and basses present the tortured main
subject, derived from the fanfare motif. The second subject, derived from the first
theme of the second movement, couldn’t stand in greater contrast — noble, heroic
and hymnlike. Various episodes bring back material from previous movements, the
music rises to a climax of blinding brilliance, then subsides for a surprise ending in
serene tranquility and gentle warmth.

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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Lalo: Violin Concerto No.2 in D minor, op.21, “Symphonie espagnole

Allegro non troppo

Scherzando: Allegro molto
Intermezzo: Allegretto non troppo
Andante

Rondo: Allegro
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Benjamin Beilman studied at Curtis Institute of Music, and with Christian Tetzlaff at Kronberg
Academy. In April 2022, he became one of the youngest artists to be appointed to the faculty of
Curtis Institute of Music. He has performed with major orchestras including Chicago Symphony,
Philadelphia Orchestra, London Phitharmonic, Frankfurt Radio Symphony, Tonhalle Orchester
Zirich, and Sydney Symphony. Conductors with whom he works include Yannick Nézet-Séguin,
Osmo Vanska, Edward Gardner, and Giancarlo Guerrero. Beilman acts as Musical Advisor to
Lobero Theatre Chamber Music Project in Santa Barbara, California. He has recorded works by
Stravinsky, Janacek and Schubert for Warner Classics. He plays on the Guarneri del Gesu 1740
Violin *Ysaye” on loan from Nippon Music Foundation.
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Program notes by Robert Markow

Lalo:
Violin Concerto No.2 in D minor, op.21,
“Symphonie espagnole”

I Allegro non troppo

II Scherzando: Allegro molto

Il Intermezzo: Allegretto non troppo
IV Andante

V Rondo: Allegro

Edouard Lalo: Born in Lille, January 27, 1823; died in Paris, April 22, 1892

Edouard Lalo was descended from an old Spanish family that had settled in
France over two centuries previously. Although he was a Frenchman and was
trained at the Paris Conservatoire, his musical style gravitated more towards the
Spanish and the German. Apropos of the former, Lalo’s compatriot Paul Dukas
wrote: “Lalo seems to us, above all, an artist of Mediterranean sensibility whose
music, in its wonderfully spontaneous outpouring, naturally takes on the aspect of
idealized dance.”

The allure of Spain, with its passionate spirit, flamboyant rhythms, dazzling
local color and exotic aura, captivated any number of French composers in the late
nineteenth and early twentieth centuries. The most famous of these include Bizet
(Carmen), Chabrier (Espana), Debussy (Ibéria), Ravel (Rapsodie espagnole) and
Ibert ( “Valencia” from Escales). Lalo too fell under the spell of Spain, and incorpo-
rated elements of its music into his Symphonie espagnole. It remains the only work
by this composer still in the popular repertory. One occasionally hears the overture
to his opera Le Roi d’Ys; rarer still are performances of the ballet suite Namouna
and the Symphony in G minor.

Lalo labored for years before he found public acclaim. His earliest composi-
tions were written in the 1840s. Lack of recognition drove him to playing viola for
nearly ten years in the Armingaud-Jacquard Quartet. (He also played violin and
cello.) In 1865 he married the beautiful contralto Julie Bernier de Maligny, who
inspired him to take up composition again. A Divertissement brought Lalo some
recognition, but it was the two works written for and premiered by the great
Spanish violinist Pablo de Sarasate that won the composer real fame: the Violin
Concerto, Op. 20 (pretty much forgotten today), followed immediately by the
Symphonie espagnole, Op. 21.

The Symphonie espagnole belongs to that category of hybrid works that don’t
fit easily into any of the established genres. Part symphony, part concerto, part
suite, the Symphonie espagnole has nevertheless managed to maintain a firm hold
on the hearts of both violinists and audiences ever since its premiere in Paris on
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February 7, 1875. When Tchaikovsky heard it, he wrote to his patroness Nadejda
von Meck: “The work has given me great enjoyment. It is so fresh and light, and
contains piquant rhythms and harmonized melodies. ... He shuns carefully all that is
routine, seeks new forms without wishing to be profound, and cares more for musi-
cal beauty than for the old traditions.” Regarding the work’s title, Lalo had in mind
“a violin soaring above the rigid form of an old symphony.”

The first movement is laid out in traditional sonata form with two principal
themes: the first in D minor, lusty and vigorous, with an appendage set to a gently
rocking rhythmic pattern reminiscent of the malaguena, which will be more fully
developed in the final movement; the second in B-flat major, rather sentimental
and sweetly lyrical (dolce espressivo). Both themes are briefly developed before
returning in the recapitulation. Frequent and rapid shifts for the soloist from high to
low range and back again are a feature of the movement, indeed, of much of the
entire work.

The second movement falls into three sections. The outer ones are based on
the rhythm of the seguidilla (a lively dance from southern Spain; another famous
example is found in Carmen, premiered the same year as Lalo’s work) and employs
a seductive theme; the central section is more restrained and genial.

The Intermezzo (in times past often omitted) begins with a thirty-bar orches-
tral passage, after which the soloist dominates. The rhythm is again of Spanish-
Moorish origin and features the triplet-duplet pattern from the first movement.

A sonorous, dark-hued passage introduces the fourth movement. The soloist
then weaves a long melody to which has variously been ascribed Spanish,
Scandinavian and Hungarian influences. A somewhat lighthearted passage occu-
pies the central portion of the movement, following which the main theme returns,
now considerably varied and embellished with numerous trills. The movement ends
in peace and serenity.

The rondo finale is full of gaiety, bustle, the sound of tolling bells and a
return of the malaguena rhythm first heard back in the opening movement. Brilliant
virtuosic writing replete with trills in the upper range, staccato arpeggios, flying
leaps from register to register, and rollercoaster scales carry the Symphonie espag-
nole to its exciting conclusion.
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Berlioz:
Symphonie fantastique, op.14

I Reveries, Passions Largo - Allegro agitato e appassionato assai
II A Ball Valse. Allegro non troppo

Il Scene in the Country Adagio

IV March to the Scaffold Allegretto non troppo

V Dream of a Witches’ Sabbath  Larghetto - Allegro

Hector Berlioz: Born in La Co6te-Saint-André, near Grenoble, December 11, 1803;
died in Paris, March 8, 1869

“All modern programmists have built upon him — Liszt, Richard Strauss and
Tchaikovsky. Wagner felt his influence. ... He is the real beginner of that interpen-
etration of music and poetic idea which has transformed modern art.” Thus did the
English musicologist Ernest Newman eulogize Hector Berlioz, whose Symphonie
fantastique stands at the pinnacle of the genre known as the “program symphony.”
By the composer’s own admission, Goethe’s Faust contributed to the inspiration
that produced the Symphonie fantastique. The power and originality of Beethoven’s
symphonies, especially the Eroica, and the depth of vision embodied in the
Shakespeare plays also fed Berlioz’ emotional and psychic appetite.

But by far the strongest and most direct influence on the composition of the
symphony was a young Shakespearean actress, Harriet Smithson, who appeared in
Paris as Ophelia and Juliet in productions by a touring company from England.
When Berlioz first saw her on stage on September 11, 1827, he was so over-
whelmed and consumed with passion for her that he became like a man possessed.
His physical and mental turmoil are extravagantly expressed in numerous letters,
from which the following excerpt is characteristic: “I am again plunged in the
anguish of an interminable and inextinguishable passion, without motive, without
cause. ... I hear my heart beating, and its pulsations shake me as the piston strokes
of a steam engine. Each muscle of my body shudders with pain. In vain! ‘Tis terri-
ble! Oh unhappy one!” All this, three years after he had first laid eyes on Harriet,
and Berlioz still hadn’t met her face to face!

In a heroic gesture designed to attract her attention to his burning love, this
most romantic of Romantics wrote his Fantastic Symphony: Episode in the Life of
an Artist to prove to her that he too was a dramatic artist. The performance took
place on December 5, 1830, though Harriett apparently was unaware of the event.
Two years later, Berlioz revised the symphony and created a long sequel, Lélio, or
The Return to Life, preceded by an extended spoken monologue. He mounted a
production of this triple bill, contriving through friends to have Harriet in atten-
dance this time. This event took place on December 9, 1832. The ruse worked:
Berlioz eventually met Harriet and married her a few months later, but it was not a
happy union, and they separated after a decade, by which time Berlioz already had
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a mistress.

The most prominent autobiographical element of the score is the use of the
idee fixe, a melody that recurs throughout each of the five movements in varying
guises — fervent, beatific, distant, restless, diabolical, etc., depending on the chang-
ing scene. This idée fixe (a term borrowed not from music but from the then-new
science of psychology) actually operates on two levels, for it can also be regarded
as a quasi-psychological fixation that possesses the music as it possesses the
thoughts of the artist of the program.

The drug-induced fantasy world of the symphony is only one of its unusual
and original aspects. Not just the content, but the degree of detalil Berlioz provided
paved the way for the tone poems of Liszt and Strauss. Another novelty was the
use of the orchestra as a giant virtuoso instrument for the conductor to play upon.
(The concept of conducting as a role apart from instrumental participation was still
in its infancy.) But above all, it is the myriad examples of orchestral effects and
tonal colors that make this work so endlessly fascinating: the otherworldly wisps of
sound high in the violins in the slow introduction; the distant, plaintive oboe and
English horn calls, and the threatening thunderstorm heard on four differently-
tuned timpani in the third movement; the terrifying brass and drum effects in the
March; the grisly scraping and twittering in the introduction of the last movement,
followed by the diabolical parody of the idée fixe in the high E-flat clarinet accom-
panied by a galloping figure on four bassoons; then comes the Dies irae theme in
the tubas, accompanied by deep bells. The list could go on and on ...

Here are some of Berlioz’ own descriptive comments about each movement:

I “A young musician of morbidly sensitive temperament and fiery imagina-
tion poisons himself with opium in a fit of lovesick despair. [It] plunges him into a
deep slumber during which his sensations, his emotions, his memories are trans-
formed in his sick mind into musical thoughts and images. He recalls first that soul-
sickness ... then the volcanic love, his frenzied suffering, his jealous rages, his
returns to tenderness.

I “He encounters the loved one at a dance.

II “One summer evening in the country ... the scenery, the quiet rustling of
the trees all concur in affording his heart an unaccustomed calm.

IV “He dreams he has killed his beloved, that he is condemned to death and
led to the scaffold.

V' “He sees himself in the midst of a frightful troop of ghosts, sorcerers, mon-
sters of every kind. Strange noises, groans, bursts of laughter, distant cries. The
beloved melody appears again ... it is she, coming to join the Sabbath. She takes
part in the devilish orgy.”

For a profile of Robert Markow, see page 15.
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Music Director of Orchestre National de Metz and Sinfonietta de Lausanne, David Reiland was
given the title of “Schumann Gast” at Disseldorfer Symphoniker in 2020 and was appointed
to Artistic Director/Chief Conductor of Korean National Symphony Orchestra in 2022. Reiland
has appeared with all orchestras in his home country such as Belgian National Orchestra,
and Orchestre Philharmonique Royal de Liege. In recent years, he is also invited by Orchester
National du Capitole de Toulouse, Orchestre de la Suisse Romande, Gewandhausorchester
Leipzig, and Konzerthausorchester Berlin, among others.
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Schumann: Overture to Manfred, op.115
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Mozart: Piano Concerto No.20 in D minor, K.466

[ Allegro
I Romance
I Rondo: Allegro assai
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Till Fellner's career began in 1993 with the 1st prize at Concours international de piano Clara
Haskil. He has performed with orchestras including Berliner Philharmoniker, Wiener Philharmoni-
ker, Royal Concertgebouw Orchestra, New York Philharmonic, Boston Symphony, and Chicago
Symphony. He collaborated with Abbado, Blomstedt, Dohnanyi, Haitink, Harnoncourt, Nagano,
and Kirill Petrenko amongst many other conductors. Furthermore, he works with tenor Mark
Padmore, violinist Viviane Hagner and Belcea Quartet. Fellner is an exclusive recording artist for
ECM records.
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Program notes by Robert Markow

Schumann:
Overture to Manfred, op.115

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

Manfred, the melancholic, guilt-ridden, tormented hero of Byron’s great dra-
matic poem (1817), has drawn almost countless composers, artists, writers, histori-
ans and others into his orbit. Byron’s Manfred directly inspired one of
Tchaikovsky’s major works, his unnumbered Manfred Symphony. Composers the
length and breadth of Europe wrote Manfred-inspired music.

Schumann almost inevitably was drawn to Manfred. Committed to the point
of obsession in his causes, nobly battling evil forces (in Schumann’s case, musical
philistines), driven by inner voices, darkly brooding, keenly receptive to the exag-
gerated romantic gestures of the age and ultimately suicidal, Schumann easily iden-
tified with Manfred, a young man tormented by an intense guilt for some past,
unspecified sin but unable to atone for or rid himself of the crushing burden. He
attempts suicide, visits the Witch of the Alps, summons the spirits of the universe
and wanders inconsolably through the lonely reaches of the mountains communing
with Nature.

Byron’s Manfred is not really a stage work, but Schumann nevertheless wrote,
in 1848, a series of fifteen musical numbers to accompany the poem as a melodra-
ma (music to spoken — not sung — texts, plus musical interludes). At Liszt’s sugges-
tion, it was staged in Weimar on June 13, 1852. The overture was first heard three
months earlier at the Leipzig Gewandhaus with Schumann himself on the podium.
The complete stage music is hardly ever heard today, but the overture has man-
aged to maintain a toehold in the repertory. It gives lie to the oft-repeated notion
that Schumann was an ineffective composer of orchestral music. Essentially a tone
poem of soul-searching musical psychology describing “in the most affecting man-
ner the torture and conflict of the human heart” (Paul Graf Waldersee),
Schumann’s overture throbs with restless tension, passionate impulses and the spirit
of intense inner turmoil. Even the rarely-encountered key of E-flat minor seems
deliberately chosen to contribute to the mood, inasmuch as stringed instruments
seldom touch on open strings in this key, thus ensuring a dark, veiled quality to the
sound.

Right from the overture’s opening notes we feel the gasping emotion and wild
desperation of the hero: three loud chords played against the beat (syncopated) —
a difficult effect to achieve since no beat has yet been established, but an effort
fully symbolic of Manfred’s restless soul. This sets in motion a darkly brooding slow
introduction which presents the musical material to be used in the sonata form’s
main section, marked in the score “in passionate tempo.”

Schumann’s biographer Friedrich Niecks believed this overture to be “his
greatest achievement as a composer of program music ... one of the most original
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orchestral compositions ever conceived, one of the most somber soul-portraits ever
painted.” Many listeners today would agree.

NMozart:
Piano Concerto No.20 in D minor, K.466

I Allegro
I Romance
I Rondo: Allegro assai

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

Mozart’s D-Minor Concerto is a work remarkable not only for its intrinsic
emotional range and expressive depth, but for its world of stark contrasts, dramatic
power and even its key. The nineteenth-century Romanticists took this concerto to
their hearts as a harbinger of the stormy, tragic world for which they felt so much
empathy; in fact, the D-Minor Concerto was the only one by Mozart to hold a firm
place in the repertory for many years following his death. The work dates from
1785, and like most of Mozart’s piano concertos, was written for the composer him-
self to perform at a subscription concert. It received its premiere on February 11 in
the Mehlgrube (literally, “flour pit’), a fashionable and beautiful Baroque edifice in
Vienna’s Neumarkt. Though it is one of Mozart’s most difficult orchestral works,
there was not a single rehearsal, for the copyists were still at work right up until
concert time. Yet the performance seems to have gone well, the audience respond-
ed favorably to what was surely avant-garde music for them, and Mozart’s father
Leopold pronounced the concert “incomparable, the orchestra excellent.”

The concerto’s opening bars are some of the strangest Mozart ever wrote: no
foot-tapping tune as the principal theme; in fact, no tune at all — only darkly men-
acing, throbbing syncopations in the violins and violas with intermittent upward
slides from the cellos and basses. This forms the first “subject,” but it is no theme,
per se ( “all atmosphere and gesture,” Michael Steinberg calls it). A violent, almost
explosive, outburst from the full orchestra hurls forth the “subject” in thunderous
tones and flashes of lightning. “Woodwinds and horns plunge into the midst of the
tumult, through which one perceives, punctuating each first beat, the metallic note
of the trumpets, like armor glinting through the depths of a forest” (Cuthbert
Girdlestone). This is only the first of many such startling juxtapositions in the
Concerto. The second subject, this one a true theme, is announced in the wood-
winds — a sweetly lyrical idea that is separated from the angry world of the open-
ing by no more than a brief pause — no transition, just a pause and a fresh start.

Similarly, the soloist’s entry breaks new ground. To Girdlestone, “the piano’s
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first words constitute the most moving solo entry in all Mozart’s concertos ... the
feeling not of an instrument added to many others, but of a personality substituting
itself for the anonymous orchestral mass.” Indeed, the orchestra never takes up the
soloist’s initial idea. The element of contrast pervades the movement, not only in
thematic ideas but in the heightened dualism between soloist and orchestra, a dual-
ism that reveals itself far more in the nature of real struggle than in the friendly
rivalry that the Italian term concertare normally suggests.

The mood of foreboding and menace was left unresolved at the first
movement’s conclusion. The second movement (most unusually, a rondo), gives the
impression of a new start, a breath of fresh air and sunshine after the storm. There
is no tempo marking, but the title “Romance” (Mozart deliberately used the French
spelling, not the Italian) indicates a leisurely pace and a gracious mood. Some of
Mozart’s most divinely beautiful melodies, themes of classic simplicity, are found
here. Yet into this serene, placid world erupts, without warning, an extended epi-
sode in G minor, full of stormy impulses and breathless figurations that character-
ized the first movement.

The third movement too is a rondo, and like the previous movements, has its
share of surprises. We expect to hear the soloist launch the principal theme, but
not with a rocket-like explosion breathing fire and such immense energy. Mozart
reserves his biggest surprise for the end: following the cadenza comes a massive
emotional gearshift that thrusts us into a cheery, good-natured coda in D major.

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

I Lebhaft

I Scherzo. Sehr maBig
Il Nicht schnell

IV Feierlich

V Lebhaft

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 welcomed 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 interest 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 immediately fell
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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 Dusseldorf 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 Lédndler, 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 fif-
ty-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 splendor-
ous ceremony deeply impressed him, as did the overwhelming majesty of the edi-
fice 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, instruments that in Schumann’s day were still not used regularly in sym-
phonies.

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 atmo-
sphere of a Gothic cathedral into the sunshine and bustle of life outdoors. We are
back among the world of merry country folk, but the relationship 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, glorious outbursts from the full orchestra.

For a profile of Robert Markow, see page 15.
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