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Music Director of Orchestra National des Pays de la Loire, Principal Guest Conductor of
Sofia Philharmonic, and Music Director of National Youth Orchestra of Canada, Sascha
Goetzel has previously held titles with Borusan Istanbul Phitharmonic Orchestra, Kuopio
Symphony in Finland, Orchestre National de Bretagne, and Kanagawa Philharmonic. He
has appeared at numerous opera houses such as Wiener Staatsoper, Mariinsky Theatre,
and Opernhaus Zurich. His recent guest engagements include appearances with Israel
Symphony and City of Birmingham Symphony. At the age of 19, when he was a member
of Wiener Staatsoper, he was given decisive impulses by great conductors such as
Mehta, Jansons, and Ozawa. Ozawa also became his teacher and invited him with a con-
ducting fellowship to Tanglewood Festival. Further conducting studies followed with
Jorma Panula.
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Sun. 3 September 2023, 14:00 at Tokyo Bunka Kaikan

1518 @ YW -5 WYT)l Sascha GOETZEL, Conductor
A4 @ XY+ TRHOTA4F  Nemanja RADULOVIE, Violin
VY- RI— @ IIANKE Tomoshige YAMAMOTO, Concertmaster
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Liadov: Polonaise, op.49 (In Memory of Pushkin)

FrADATRF—  IrA AU /HER Z K op.35 G79)

Tchaikovsky: Violin Concerto in D major, op.35

I Allegro moderato - Moderato assai
I Canzonetta: Andante
I Finale: Allegro vivacissimo

K& / Intermission (20 %)

FrA DJTAF—  ZZEMEE ST MIT5H op.64 (48

Tchaikovsky: Symphony No.5 in E minor, op.64

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

I Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace
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Nemanja RADULOVIC

Violin
A=y - SRoOY«F
JrAFUY

©Hiromichi Nozawa
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Born in Serbia, Nemanja Radulovi¢ studied at Saarlandes Hochschule fir Musik und
Theater, University of Arts in Belgrade, Conservatoire de Paris with Patrice Fontanarosa,
and in Cremona with Salvatore Accardo. Radulovi¢ won several international competi-
tions including Joseph Joachim International Violin Competition Hannover. He also
received an honorary doctorate from University of Arts in Nis, Serbia. As a soloist
Radulovi¢ has performed with many of the world's leading orchestras. He has an equal
passion for chamber music, as he regularly works with his ensemble The Devil’s Trills and
with Double Sens as both player and director, and is also an active recitalist on the inter-
national circuit. He has performed at such notable venues as Carnegie Hall, Amsterdam
Concertgebouw, and Wiener Konzerthaus. Radulovi¢ released several CDs from
Deutsche Grammophon. In 2021 he signed an exclusive recording contract with Warner
Classics and the 1st album Roots was released in 2022.
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Program notes by Robert Markow

Liadov:
Polonaise in C Major, op.49 (In Memory of Pushkin)

Anatoly Liadov: Born in St. Petersburg, May 11, 1855; died in Polinovka, district of
Novgorod, August 28, 1914

The music of Anatoly Liadov rarely turns up on symphony concerts. Part of
this is his own fault. He has gone down in musical history as one of the laziest and
most dilatory of composers, character traits he presumably inherited from his
father. His teacher Rimsky-Korsakov noted that Anatoly’s father, himself a compos-
er as well as conductor of the Imperial Opera, possessed “brilliant gifts [which
were] stifled in continuous reveling and carousing. He frittered away his activity as
composer on mere nothings, composing dance music and pieces to order.” Liadov’s
output consists mostly of short pieces, many of them for piano or voice and piano,
plus a handful of choral, chamber and orchestral miniatures. Liadov very likely
missed his biggest opportunity for world fame in his endless procrastination (or lack
of acceptance, according to some sources) to Diaghilev's request for a ballet score
for the Firebird, a commission that ultimately made Stravinsky famous. Three brief
but enchanting works, all based on Russian folk tales, keep his name tenuously
before the public today: Baba Yaga, The Enchanted Lake and Kikimora.

The Polonaise on this program just barely escapes being called “twentieth-
century music.” It was written in 1899, but there also exists another Polonaise com-
posed three years later, in D major. The 1899 work was composed in the centenary
year of the birth of one of Russia’s greatest authors: poet, dramatist and novelist
Alexander Pushkin (1799-1837), generally regarded as the founder of modern
Russian literature. Aside from Shakespeare, there have probably been more operas
written to Pushkin’s works than by any other author: Mussorgsky’s Boris
Godounov, Dargomyzhsky’s Rusalka and The Stone Guest, Tchaikovsky’s
Mazeppa and Eugene Onegin, Rachmaninoff's Aleko (based on The Gypsies) and
The Miserly Knight, Stravinsky’s Mavra, and Rimsky-Korsakov’'s Mozart and
Salieri, The Tale of Tsar Saltan, and The Golden Cockerel, just to mention the
most famous.

The polonaise originated in late-sixteenth century Poland as a stately proces-
sional dance in triple meter and with a characteristic rhythmic pattern. It was the
polonaise that served as processional music for the lords and ladies to parade past
the newly enthroned King of Poland in 1574 (Henry III of Anjou). Composers,
Polish and otherwise, enjoyed writing polonaises, none more so than Chopin. The
Russians especially took the polonaise to heart. Liadov’s seven-minute Polonaise in
C major is infused with all the dignified grandeur inherent in most works of its kind.
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Tchaikovsky:
Violin Concerto in D major, op.35

I Allegro moderato - Moderato assai
I Canzonetta: Andante
II Finale: Allegro vivacissimo

Piotr Ilyich Tchaikovsky: Born in Votkinsk, May 7, 1840; died in St. Petersburg,
November 6, 1893

“The Russian composer Tchaikovsky is surely not an ordinary talent, but rath-
er an inflated one, with a genius-obsession without discrimination or taste. Such is
also his latest, long and pretentious Violin Concerto. For a while it moves soberly,
musically, and not without spirit. But soon vulgarity gains the upper hand -
Friedrich Vischer once observed, speaking of obscene pictures, that they stink to
the eye. Tchaikovsky’s Violin Concerto gives us for the first time the hideous notion
that there can be music that stinks to the ear.”

Incredible as it may seem today, these were the words that greeted the world
premiere of Tchaikovsky’s Violin Concerto in Vienna in December of 1881. The
quotation is by the notorious critic Eduard Hanslick, but eight of the ten reviews
that appeared in Vienna voiced much the same sentiment.

The circumstances leading to the concerto’s first performance were hardly
auspicious. Tchaikovsky composed the work during March and April of 1878 while
staying at Clarens, on Lake Geneva, Switzerland. There he was visiting his compo-
sition student, Yosif Yosifovich Kotek, who was at the time undertaking a cure for
tuberculosis, and who was the one responsible for introducing Tchaikovsky to the
wealthy patroness Nadejda von Meck. But Kotek expressed dissatisfaction with the
second movement, and Tchaikovsky replaced it with an entirely different one.

Madame von Meck was not entirely pleased by the concerto either. But the
biggest blow was probably the rejection from the celebrated virtuoso and teacher
Leopold Auer, to whom the work was originally dedicated. Auer pronounced it
unplayable. Not until nearly four years after its completion did Adolf Brodsky take
up its cause, giving the first performance not in Russia but in Vienna. He was
daunted neither by its technical difficulties nor by the dismal critical reception.
Tchaikovsky rewrote the dedication to Brodsky, who went on to perform the con-
certo in London, and then in Moscow, eventually winning public support for it.
Even Auer, in his old age, finally saw its merits; the concerto would become one of
the mainstays in the repertories of his prodigies, including Mischa Elman, Jascha
Heifetz and Efrem Zimbalist. Today’s students readily master yesterday’s most
fiendish difficulties, and Tchaikovsky’s Violin Concerto is now one of the two or
three most popular works in the genre.
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Although full of bravura passage work, the concerto also contains a wealth of
pure romantic lyricism for which Tchaikovsky is so noted. The first movement
boasts both a lyrical first and second theme, and even the cadenza emphasizes the
expressive over the virtuosic. The second movement, subtitled “Canzonetta,” has a
certain melancholic wistfulness to it — soulful though not mournful. The muted solo
violin presents the first folklike theme. This brief movement is followed without
pause by the exhilarating Finale, whose themes suggest Russian dance tunes and
rhythms, especially the trepak.

Tchaikovsky:
Symphony No.5 in E minor, op.64

I Andante - Allegro con anima

II Andante cantabile con alcuna licenza

Il Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace

The late 1870s were traumatic years for Tchaikovsky. It was then that he
became involved with a neurotic young music student named Antonina Milyukova,
made the disastrous mistake of marrying her, attempted suicide, entered into that
extraordinary epistolary relationship with his benefactress Nadezhda von Meck,
struggled with highly-charged fears over his homosexuality, and created his fate-
laden Fourth Symphony. The years following were a period of recovery from this
stressed existence, and the period between the Fourth and Fifth Symphonies consti-
tuted a longer interval between symphonies than any other in his canon of such
works - over a decade.

It was only in May of 1888 that Tchaikovsky again set out on a symphonic
journey, albeit tentatively. But thereafter, work progressed with amazing rapidity. In
just six weeks, he had written the short score, by late August it was completely
orchestrated, and the first performance took place on November 17 in St.
Petersburg, conducted by the composer.

The motto invariably described as the “Fate” motif is heard in the symphony’s
opening bars in the somber tones of low clarinets. To an even greater extent than
in the Fourth Symphony, this “Fate” motto pervades the work. Twice it abrasively
intrudes in the slow movement; it makes a shadowy, menacing appearance near
the end of the Waltz; and it serves as the material that introduces and closes the
Finale in a mood of exultant joy.

The first movement is laid out in traditional sonata form, though with an
untraditional wealth of melodic ideas. Notable orchestral details abound, including
the lilting first theme of the Allegro section for clarinet and bassoon in octaves; the
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horn quartet fanfares, which are at one time or another echoed by every wind
instrument of the orchestra, including the tuba; and the murky growls that bring the
movement to a close.

The second movement represents Tchaikovsky at the peak of his lyrical and
romantic fervor. It also contains one of the great glories of the solo horn repertory -
that long, long first theme of infinite yearning and nostalgia. The theme is marked
dolce con molto espressione (sweetly, with great expression). Even more than in
the first movement, Tchaikovsky the melodist comes to the fore in both the number
and richness of his themes, which take on a wide range of moods from tender con-
solation to the heights of passion. Felicitous contrapuntal treatment also provides
much interest in this movement, as in the intertwining of solo oboe and violins fol-
lowing the first return of the Fate motif.

The emotional peaks scaled in the first two movements are absent in the
third, an elegant waltz. Its tune is based on a song Tchaikovsky heard sung by a
boy in the streets of Florence. The central trio section enters the world of
Mendelssohnian deftness and elfin enchantment, a reminder of just how much
respect Tchaikovsky accorded his predecessor.

There can be little doubt that the finale portrays triumph over adversity. The
Fate motif is stated immediately in grand, ceremonial tones, now in the major
tonality. Analysts have criticized the “victory” as one too quickly and too easily
won to be convincing from the standpoint of musical argument. Perhaps they are
right, but that has not prevented countless listeners from responding enthusiastical-
ly to the pomp of this now-familiar theme in new colors, and to the thrilling Allegro
vivace that follows. Hammering (martellato) strings initiate the main body of the
movement, which seldom pauses for breath in its relentless drive to what is surely
the most deceptive pause in all music: audiences the world over have erupted into
spontaneous applause at the famous silence (poised on the dominant chord - B
major) that precedes the re-entry of the home key and the final, expansive procla-
mation of the symphony’s motto, now blazing triumphantly in E major.

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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I Scherzo: Molto agitato, rasch und feuerig 27 )Lz /E)Uk - PIT—h, RIBEIIC
I Molto andante (trédumerisch) LS - I VT (BREBEII0)

IV Finale: Patetico - Allegro giocoso 7«4+ —L /FBlIc~7L70O - Y30—-Y
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Program notes by Robert Markow

Beethoven:
Violin Concerto in D major, op.61

I Allegro ma non troppo
II Larghetto
I Rondo: Allegro

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

Violin concertos had been written for nearly a century before Beethoven
turned to the genre, but his only contribution to this repertory proved to be a land-
mark. Not only was it longer and more complex than any previous work of its kind,
but in symphonic thought and expansiveness it eclipsed all predecessors. It is still
considered one of the most exalted of all concertos for any instrument; its only
peer in the pantheon of violin concertos is the Brahms concerto (also in D major).

Beethoven wrote the concerto in late 1806, the year he worked on or com-
pleted such other masterpieces as the Fourth Symphony, the Fourth Piano
Concerto, the three Rasumovsky Quartets, the first revision of Fidelio and the 32
Variations in C minor for piano. As was common in that era, Beethoven wrote for a
specific soloist, the virtuoso Franz Clement (1780-1842). Clement was, by all
accounts, one of the most gifted musicians in all Vienna, with a musical memory
that rivaled Mozart’s. His stellar career began when he was still a child, performing
at the Imperial Opera House in Vienna and under the direction of Haydn in
London. In his adult years he became concertmaster and conductor of the Vienna
Opera. Beethoven’s concerto resulted from a request from Clement for a concerto
to play at his benefit concert scheduled for December 23, 1806 at the Theater an
der Wien. The deeply lyrical quality of this concerto, the finesse of its phrases, and
its poetry all reflect the attributes of Clement’s playing, which according to contem-
porary accounts was marked by perfect intonation, suppleness of bow control,
“gracefulness and tenderness of expression,” and “indescribable delicacy, neatness,
and elegance.”

Five soft beats on the timpani usher in the concerto. These even, repeated
notes become one of the movement’s great unifying devices, occurring in many
contexts and moods. The inner tension of this movement is heightened by the con-
trast of this five-beat throb and the gracious lyricism of its melodies. The two prin-
cipal themes are both, as it happens, introduced by a woodwind group, both are
built exclusively on scale patterns of D major, and both are sublimely lyrical and
reposed in spirit.

The soloist finally enters in an entirely original and imaginative way, with a
quasi-cadenza passage that sustains the music in a single harmonic region (the
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dominant), as if time had stopped. Eventually the soloist lands on the principal
theme in the uppermost range of the instrument where intonation is most difficult
to control. This is but one example of the customized writing Beethoven conceived
for his first soloist, Clement, as well as a further indication of the leisurely unfolding
of the long movement.

The Larghetto is one of Beethoven’s most sublimely beautiful, hymn-like slow
movements. Little “happens” here in the traditional sense; a mood of deep peace,
contemplation and introspection prevails while three themes, all in G major, weave
their way through a series of free-form variations.

A brief cadenza leads directly into the rollicking Finale — a rondo with a
memorable recurring principal theme, numerous horn flourishes suggestive of the
hunt, and many humorous touches.

Korngold:
Sinfonietta in B major, op.5

I Fliessend, mit heiterem Schwunge (Flowing, with cheerful motion)

I Scherzo: Molto agitato, rasch und feuerig (Highy agitated, fast and fiery)
I Molto andante: trdumerisch (Very leisurely: dreamlike)

IV Finale: Patetico - Allegro giocoso

Erich Wolfgang Korngold: Born in Briinn, Moravia (today Brno, Czech Republic),
May 29, 1897; died in Hollywood, California, November 29, 1957

No composer has more deserved the moniker Wunderkind than Erich
Wolfgang Korngold. He was already an accomplished pianist by the age of five. He
composed a cantata at nine, a piano sonata at eleven, and a ballet at thirteen,
which was performed by the Austrian Imperial Ballet by command of the Emperor
Franz Joseph. By his mid teens he was producing orchestral works of lasting sub-
stance. The Schauspiel-Ouvertiire was commissioned and premiered by Arthur
Nikisch. Bruno Walter conducted a pair of short operas the lad had finished at six-
teen. Before he was twenty, the likes of Schnabel, Cortot and Kreisler were pro-
gramming his music on their recitals. Then there was the full-length opera Die tote
Stadt, first performed when Korngold was just 23, and was so successful that it
played in over eighty theaters in its first season alone.

As if all this weren’t enough to send Korngold on a dizzying career in Europe,
beginning in 1935 he opened a new career for himself writing film scores for
Hollywood and became something of a film star himself as the first composer of
international stature to hold a contract with a movie studio (Warner). The decade
from the mid-thirties to the mid-forties saw him turning out scores to such classics
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as The Adventures of Robin Hood, Anthony Adverse, Of Human Bondage, Kings
Row, Captain Blood, and The Sea Hawk, among many others. Millions of movie-
goers have thrilled to his brash, swashbuckling themes, to sumptuously scored love
music, and to grandly heroic evocations of historical pageantry. As musicologist
David Wright has noted, Korngold “is clearly the link between the vivid, quasi-cine-
matic tone poems of Richard Strauss and today’s film scores in the grand manner
by John Williams.” The Sinfonietta provides the first unmistakable link in this musi-
cal landscape.

“Sinfonietta” is a misnomer if there ever was one. The term implies a compo-
sition too slight to deserve the title “symphony” (a “little symphony” ), but
Korngold’s Sinfonietta lasts about 45 minutes — longer than most full-length sym-
phonies. Musicologist Harold Truscott surmises that Korngold chose the title to
reflect the music’s “light-hearted, youthfully uplifting character.” Indeed, the com-
poser himself described the exuberant theme that opens and permeates the entire
score as the “Motif of the Cheerful Heart.”

Difficult as it is to imagine, the Sinfonietta was written by a boy of fifteen
(yes — fifteen!), yet bears all the hallmarks of a fully mature composer. It is scored
for full orchestra including celesta, piano (in one of its earliest uses in a symphonic
work) and two harps, which play on nearly every page of the score. The music is
imbued with romantic opulence, dazzling orchestration, and brilliant effects
throughout. It is probably safe to say that no other composer-prodigy in history —
and that includes Mozart, Mendelssohn, and Saint-Saéns — has ever written as
complex, sophisticated, and densely-scored a work at the age of fifteen as
Korngold did in his Sinfonietta. Critic Royal Brown wrote that “throughout the
Sinfonietta, but most notably in the scherzo second movement, the constant shifts
in mood remarkably foreshadow the type of music-dramatic style demanded by the
cinema. It is as if, all the way back in 1912, the young Korngold had celluloid flow-
ing through his body at 24 frames a second.” Even the key is special: aside from
Haydn’s No. 46, how many symphonies can you name in B major?

The Sinfonietta was first performed on November 30, 1913 by the Vienna
Philharmonic conducted by Felix Weingartner, to whom it is dedicated. In less than
two years, Artur Nikisch, Richard Strauss, Fritz Busch, Hermann Abendroth,
Frederick Stock, Arthur Bodansky, Ferdinand Loewe, Josef Stransky (in New York),
Karl Muck (in Boston), and many others had also conducted it.

For a profile of Robert Markow, see page 14.
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Dt 2021 FORICHEE, SONIEBDOHELBD.
Dutch-Maltese conductor Lawrence Renes is highly regarded in both operatic and sym-
phonic spheres. He has performed with orchestras including Orchestre National de Lyon,
Orchestre Philharmonique de Radio France, London Philharmonic, Philharmonia
Orchestra, Netherlands Radio Philharmonic, Orchestre Philharmonique du Luxembourg,
Oslo Philharmonic, Helsinki Phitharmonic, Mahler Chamber Orchestra, NHK Symphony,
New Zealand Symphony, Melbourne Symphony, and Sydney Symphony. He has
appeared at opera productions in Cologne, London, Amsterdam, Brussels, San Francisco,
Seattle, Lisbon, and Santa Fe. Formerly Music Director of Royal Swedish Opera, reper-
toire there ranged from Mozart through to the 21st Century. An energetic champion of
contemporary repertoire, he is particularly associated with music of John Adams (Nixon
in China and Doctor Atomic).
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Promenade Concert No.404

e
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Mon. 18 September 2023, 14:00 at Suntory Hall

EE @ D—IJ\/X IJ:I.{X Lawrence RENES, Conductor
IAFS @ INF VAN —N2/ Tabea ZIMMERMANN, Viola
IV —hRAI— @ ’;“E%Béﬁ\z Tatsuya YABE, Concertmaster

TE—VYUrILNTSURY MEZER A R K622 (D4 ShR) Gow)
Mozart: Clarinet Concerto in A major, K.622 (arr. for Viola and Orchestra)

I Allegro

I Adagio

I Rondo: Allegro

K8 / Intermission (20 %))
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Prokofiev: Selections from Romeo and Juliet
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Romeo at the Fountain / Scene / Morning Dance / Juliet, the Young Girl /
Montagus and Capulets /" Masks ,/ Romeo and Juliet / Friar Laurence /

Death of Tybalt /" Romeo at Juliet’s before Parting ./
At Juliet’s Bedside - Juliet’s Funeral - Juliet's Death
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Tabea ZIMMERMANN

Viola
IRF - YAIR— Y
J4FS

©Marco Borggreve
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INETIT, TSVITILNSEE., N - EVFIVNEZEFUHET DL DEER
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Born in Lahr, Germany, Tabea Zimmermann began learning to play the viola at the age of
three. She studied with Ulrich Koch at Hochschule fir Musik Freiburg and subsequently
with Sandor Végh at Mozarteum Salzburg. Following her studies, she won the first prizes
at the 1982 Concours de Geneéve, the 1983 Maurice Vieux International Viola
Competition in Paris, and the 1984 Budapest International Music Competition.
Zimmermann has performed with orchestras such as Orchestre de Paris, London
Symphony, Israel Philharmonic, and Czech Phitharmonic. In addition to her residency with
Symphonieorchester des Bayerischen Rundfunks, highlights of the 2022/2023 season
include a tour with Berliner Philharmoniker under Kirill Petrenko to Salzburg, Lucerne and
BBC Proms. She held a professor position at Hochschule fur Musik Hanns Eisler Berlin
from 2002 to 2023. Zimmermann has held teaching posts at Musikhochschule
Saarbricken and at Hochschule fur Musik und Darstellende Kinste Frankfurt.
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Program notes by Robert Markow

Mozart:
Clarinet Concerto in A major, K.622 (ar. for Viola and Orchestra)

I Allegro
I Adagio
I Rondo: Allegro

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

The Clarinet Concerto was the last instrumental work Mozart completed
before his death. In addition, it is the culmination of his career as “The Prince of
Concerto Writers.” That it was a concerto for clarinet was doubly fitting, for this
was the wind instrument Mozart had loved above all others. The concerto occu-
pied him from late September to mid-October 1791, and was written for the virtuo-
so clarinetist Anton Stadler, Mozart’s friend, fellow Freemason, and member of the
court orchestra.

This sublimely beautiful work has enchanted generations of listeners, yet few
realize that the form in which we usually hear it today (for clarinet pitched in A) is
not what Mozart originally wrote. He wrote the concerto for basset clarinet (not the
same as the basset horn, an alto member of the clarinet family required in the
Requiem, among other works). This basset clarinet could play four semitones lower
than the conventional clarinet in A, and Mozart exploited this chalumeau register
to the fullest. But the instrument quickly went out of fashion, and by the time the
earliest printed editions appeared (1801), the solo part had already been adapted
for the standard instrument. One of those early editions was an arrangement for
viola replacing clarinet, published in 1802 by Johann André in Offenbach-am-Main.
This made perfect sense, as the range of the viola extends to C below middle C on
the piano, the same as the basset clarinet, though numerous details in the solo part
were altered. For this TMSO concert, soloist Tabea Zimmermann uses a more
recent edition published by Bérenreiter in 1999 and edited by the conductor
Christopher Hogwood.

Connoisseurs and neophytes alike will appreciate the qualities that have
raised this concerto not only to the summit of the repertory for this instrument, but
to the pantheon of Mozart’'s very greatest masterpieces: the enormous variety of
tone colors, the subtle dynamic shadings, the liquid smooth lines, the beguiling mel-
odies, the way Mozart exploits all registers of the solo instrument, and the air of
tenderness and serenity that suffuses the work.

The concerto opens with a theme of utmost simplicity and gentle sentiment.
The sense of airy lightness that pervades the movement, even in moments of mel-
ancholy, can be attributed in part to the exquisite refinements of the scoring. Cellos
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often play without the supporting double basses, and flutes play a prominent role
while oboes are absent altogether. The ravishingly beautiful slow movement, in the
words of Alec Hyatt King, “seems to reflect the timeless and beatific vision of a
mind at peace with itself.” The finale is a rondo based on a dancelike theme that
seems to transcend joy, as if smiling through the tears.

Prokofiev:
Selections from Romeo and Juliet

Romeo at the Fountain  Scene , Morning Dance / Juliet, the Young Girl /
Montagus and Capulets / Masks /" Romeo and Juliet / Friar Laurence ,/

Death of Tybalt / Romeo at Juliet’s before Parting ,/

At Juliet’s Bedside - Juliet’s Funeral - Juliet’s Death

Sergei Prokofiev: Born in Sontsovka (today Krasnoye), department of Ekaterinoslav,
Ukraine, April 27, 1891; died in Moscow, March 5, 1953

No playwright’s works have been more heavily mined for musical purposes
than Shakespeare’s, and none of the bard’s great tragedies has inspired more com-
positions than Romeo and Juliet: nearly thirty operas (including by Bellini, Delius,
Gounod and Zandonai); incidental music by Martin, Amram and Stenhammar;
orchestral works by Berlioz, Kabalevsky, Raff and Tchaikovsky; miscellaneous piec-
es by Arne, Diamond, Granados, Rorem and scores of others.

The subject — love — has a lot to do with it, of course, but love is treated in
other Shakespeare plays as well. Romeo has in addition the heartbreak of the fami-
ly feud, which acts as a kind of fate that hovers over the “star-crossed lovers,”
something beyond their control yet something that orders their destiny. “It is quint-
essential romance,” writes Bernard Jacobson, “shorn of all external considerations.
The hero and heroine are young and beautiful. Within the terms of their depiction,
Romeo and Juliet would surely live happily ever after if it were not for the exagger-
ated Hatfield-and-McCoy rivalry of which they are the hapless victims. No psycho-
logical quirks, no calls of higher duty dictate their doom — only the stupidity of
other people, and sheer bad luck. The whole depth and poignancy of the drama
reside in the intensity with which young love is portrayed and in the magical poetry
in which it is clothed, and such intensity and poetry are natural marks for compos-
ers to aim at.” Berlioz was stirred by the drama's lyrical concentration to say some-
thing along the lines of “Shakespeare’s Romeo! Mon dieu, what a subject!
Everything in it seems designed for music.”

When Prokofiev turned to Shakespeare’s play as the subject for a choreo-
graphic drama, he already had six ballets to his credit, but for his interpretation of
Romeo and Juliet in music he created not only one of his very finest and most pop-
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ular compositions, but what would quickly rise to become the most successful full-
length, three-act ballet score of the twentieth century. The music contains a wealth
of memorable themes, passionate lyricism, and compelling rhythmic excitement as
well as a generous measure of comic elements, a component not usually associated
with the story. Yet, as biographer Israel Nestyev points out, no one else has
“caught and expressed so well the tragedy’s light and playful moments, the aspect
that endows it with fresh contrasts and sharply defined chiaroscuro effects.”

For all the fame and popularity Prokofiev’s Romeo and Juliet enjoys today, its
early years were rocky and uncertain. Prokofiev wrote the music in 1934 and 1935
at the invitation of the Kirov Theater in Leningrad, which was eager to mount a
new ballet by the country’s returning celebrity. (Prokofiev had just returned to his
homeland after living and traveling abroad for nearly sixteen years.) However, the
theater rejected the score, presumably because of the story line ( “Living people
can dance, the dying cannot,” Prokofiev later rationalized), though the composer
may also have tripped in the political minefield of the Soviet theater world. A con-
tract was arranged with the Bolshoi in Moscow instead, but there the music was
declared “undanceable.”

Since no staged performance was in sight, Prokofiev expediently arranged
two orchestral suites of seven numbers each (drawn from the total of 52), as well
as a set of ten numbers arranged for piano solo. A third orchestral suite was com-
piled in 1946. These suites enjoyed some currency before Romeo and Juliet was
finally staged by the Kirov in 1940. But in the meantime, the honor of the premiere
stage production had gone to Brno, Czechoslovakia (now in the Czech Republic),
where it was given, without Prokofiev’s participation, on December 30, 1938 at the
opera house (today the Mahen Theater) to an enthusiastic reception. Obviously it
was not “undanceable” after alll The choreography for the first Russian version
was done by Leonid Lavrovsky, with Galina Ulanova and Konstantin Sergeyev in
the title roles. In 1946 Lavrovsky also mounted the Bolshoi’s first production, which
is the one that toured the West and was later filmed.

None of Prokofiev’s suites follows the original order of events, and conduc-
tors have felt free to compile their own suites. Conductor Lawrence Renes has cho-
sen excerpts from all three suites and has arranged them in order of the ballet’s
original dramatic outline:

Romeo at the Fountain — This is the first music we hear as the curtain goes up on
Scene 1 (following a brief prelude). Romeo is out for a early-morning stroll in
Verona’s marketplace, dreaming of his current girlfriend Rosalind.

Scene - Early in Act [, before Romeo has been introduced to Juliet, all is still quiet
and peaceful in the marketplace, with a few people casually wandering about.
Morning Dance — A carefree allegro number that accompanies Romeo on his
morning stroll.

Juliet, the Young Girl — All the mischievousness, skittishness and vivaciousness of
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the fourteen-year-old girl are admirably captured in this number.

Montagus and Capulets — Members of both feuding families strut about the
ballroom. A contrasting waltz interlude depicts Juliet dancing with Paris, her
betrothed. The return of the opening section is announced by a solo from an
instrument rarely found in symphony orchestras, the saxophone.

Masks — A swaggering march tune accompanies Romeo, Mercutio, and Benvolio,
all masked, as they arrive at the ball of the rival Capulets’ house.

Romeo and Juliet (Balcony Scene) — The Balcony Scene takes place near the end
of Act I. It is night. Juliet, restless and unable to sleep, steps out onto her balcony,
while down below Romeo is making his way through the garden to see Juliet,
shortly after having met her for the first time at the ball earlier that evening. For
what is perhaps the most famous love scene in all literature, Prokofiev poured forth
some of his most passionately lyrical music, perfectly conveying the ecstasy of the
two lovers.

Friar Laurence — Juliet visits the kindly, understanding Friar, who provides her with
a potion that will simulate death for a short time.

Death of Tybalt — To magnificent brawl music, Romeo avenges the murder of his
friend Mercutio by dueling with and killing Tybalt. Swashbuckling action is
followed by a grim funeral march (in 3/4 meter!) to grinding dissonances. The
orchestral writing is highly virtuosic, with violins in particular required to execute
incredible feats of showmanship.

Romeo and Juliet’s before Parting — As dawn breaks, the two lovers bid adieu
after their first — and only — night together as man and wife.

At Juliet’s Bedside - Juliet’s Funeral - Juliet’s Death — These three numbers
constitute the final ten minutes or so of the complete ballet score. Juliet’'s family is
at her bedside, where she appears lifeless after having taken Friar Laurence’s
potion. Believing her truly dead, to music of searing intensity the family bears her
body to the crypt, where she is placed on a funeral bier. They depart. Romeo
steals in. Not having been informed of the nature of the Friar's potion, he too
believes Juliet dead, and in despair takes poison. Juliet awakes to find Romeo dead
at her feet and stabs herself with his dagger. The curtain falls on the inert bodies of
the lovers in a final embrace.

For a profile of Robert Markow, see page 14.
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Sally Beamish:
Viola Concerto No.2, The Seafarer (2001) [Japan premiere]

I Andante irrequieto
I Andante malevole
Il Andante riflessivo

I first came across the 9th century Anglo-Saxon poem The Seafarer, when
artist Jila Peacock sent me a new translation by Charles Harrison Wallace, whose
Scottish and Swedish ancestry has led to a very Nordic take on the poem, using
words which resonate in both Scandinavian/North Scottish languages, and reflect-
ing a Nordic view of life’s journey, using the metaphor of a sea voyage that comes
to rest in ‘Heaven’s haven'. I was struck by its vivid imagery and wrote a short
piece for solo violin inspired by the text.

In 2000 I was asked by the ‘Summer on the Peninsula’ Festival to make a set-
ting of the poem for narrator and piano trio with Jila’s Seafarer prints projected as
part of the work, and in so doing I began to hear more orchestral textures and to
want to explore the material further. The Viola Concerto is the third part in my
‘Seafarer’ Trilogy and is in three movements.

The first suggests wave shapes, seabirds, and ideas of conflict and exploration.

All I ever heard along the ice-way

was sounding sea, the gannet's shanty
whooper and curlew calls and mewling gull
were all my gaming, mead and mirth

At tempest-tested granite crags

the ice-winged tern would taunt
spray-feathered ospreys overhead

would soar and scream

The second is based on a two-note motif first heard on the bassoon -
And heralding his summer hoard of pain
the gowk (cuckoo) repeats his plaintive geck
foreboding bitterness of breast
Soft-bedded bloods cannot conceive

what some men suffer as abroad
they travel tracks of exile
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Reckless of that, my thought is thrown
beyond my heart's cage now. My mind is cast
upon the sea swell, over the whale's world

The music is mocking and ironic in character, with a fragile and transient middle
section — the half-heard cries of banshee-like spirits.

The last movement is essentially a set of cadenzas exploring material from the first
two movements, set against a gentle string refrain and resolving into a simple
hymn-like passage which ends the concerto.

Come, consider where we have a home, how
we can travel to it, how our travail here
will lead us to the living well-head

and heaven haven of our Lord's love

The concerto is dedicated to Tabea Zimmermann, in memory of the conduc-
tor David Shallon, who was to have conducted the first performance, and who died
tragically in 2000. It was jointly commissioned by the Swedish and Scottish
Chamber Orchestras, and first performed by Tabea Zimmermann with the Scottish
Chamber Orchestra, at the City halls, Glasgow, conducted by Joseph Swensen, in
January 2002.

(Sally Beamish)

Sally Beamish was born in London. She studied viola at RNCM
with Patrick Ireland and in Detmold with Bruno Giuranna. In her
early career, Beamish performed regularly with Academy of St
Martin-in-the-Fields and London Sinfonietta and was principal
viola in London Mozart Players and Scottish Chamber Orchestra.
In 1990, she moved from London to Scotland to develop her
career as a composer. Her music embraces many influences -
particularly jazz and Scottish traditional music. She has recently moved to Brighton
and is married to writer Peter Thomson. She still performs regularly as violist,
pianist and narrator.

Beamish is the recipient of an honorary doctorate from University of
Glasgow. She is a fellow of Royal Society of Edinburgh and an international fellow
of Royal Swedish musical academy. In 2018, she was awarded Inspiration Award
at British Composer Awards and in 2020 was awarded an OBE in the Queen’s
Birthday Honours.

Her first ballet, The Tempest was premiered in 2016, and her second ballet,
The Little Mermaid was premiered in 2017. Beamish is currently working on her
third ballet, A Christmas Carol, to be premiered by Finnish National Ballet in

©Ashley Coombes
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December 2023. Her recent works includes Distans - a concerto for violin and clar-
inet, Hover for oboes, horns and string orchestra, Partita for string quartet, Trance
for Piano Trio, and A Knock on the Door for choral.

Rachmaninoff:
Symphony No.2 in E minor op.27

I Largo - Allegro moderato
I Allegro molto

I Adagio

IV Allegro vivace

Sergei Rachmaninoff: Born on the estate of Oneg, near Semyonovo, April 1, 1873;
died in Beverly Hills, March 28, 1943

Few symphonies written in the twentieth century achieved the fame and pop-
ularity of Rachmaninoff’s Second, composed in Dresden where the composer had
gone in 1906 to escape the demands of public life in Moscow. The hour-long work
was fully sketched by New Year’s Day of 1907. Revisions and orchestration took
place over a longer period, both back home in Russia and during a return visit to
Dresden. Rachmaninoff agreed to conduct the first performance, which took place
on January 26, 1908 in St. Petersburg. He also led the Moscow premiere a week
later, and an early American performance with the Philadelphia Orchestra in
November, 1909. In each case the audience responded enthusiastically, and the
symphony has enjoyed an unbroken run of popularity to this day. The score is ded-
icated to the composer Sergei Taneyev. Rachmaninoff himself authorized certain
cuts in performance, and the expansive nature of the work has led many conduc-
tors to do their own editing, resulting in performances that may last anywhere from
38 minutes to over an hour. In May 2014 the manuscript score was auctioned by
Sotheby’s for £1,202,500.

Most of the melodic material of the symphony derives from a single motif,
heard in the opening bars in the somber colors of low cellos and basses. In a multi-
farious variety of guises and transformations, this “motto” haunts the entire sym-
phony in both obvious and subtle ways, thus infusing it with coherence and com-
pelling impetus. After its initial statement, the motto passes to other instruments,
eventually giving birth to a sinuous violin phrase that grows to an impressive cli-
max as it weaves its way through lushly orchestrated textures and luxuriant coun-
terpoint. The main Allegro moderato section of the movement is ushered in with a
shivering, rising figure in the strings. Violins then spin out a long, winding, aspiring
theme based on the motto. The delicate, gentle second theme, divided between
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woodwinds and responding strings, also derives from the motto.

The second movement, a scherzo, is built on the motif of the Dies irae, the
medieval Gregorian chant for the dead. Four horns in unison proclaim a boldly
exuberant version of the Dies irae, which itself has its seeds in the symphony’s
motto. Two contrasting ideas of note are the warmly flowing lyrical theme for the
violins and a brilliant fugato section that demands the utmost in virtuosity from the
strings.

The Adagio movement is one of the lyric highlights of all Rachmaninoff. No
fewer than three gorgeous melodies are heard, beginning with one of the most pop-
ular ever written. Following immediately on this theme of great repose and tran-
quility comes one of the glories of the solo clarinet repertory - an extended theme
full of ardent longing. American pianist Arthur Loesser wrote in 1939 that this
music “gives off a vapor of drugged sweetness, of fatalistic melancholy.”

The enormously energetic finale too is a broadly expansive movement, begin-
ning with a boisterously robust idea that might easily conjure up the spirit of a ker-
messe (Russian carnival). This is followed by a dark, grim, march-like episode in
the seldom-used key of G-sharp minor, then by another of the composer’s most
famous themes - a magnificent, soaring affair that sweeps onward over an expanse
of more than one hundred measures. Quiet reminiscences of the first and third
movements lead to the development section. One of the symphony’s most thrilling
passages occurs in this section, where the tintinnabulating effect of St. Petersburg’s
great bells is recreated in orchestral terms — a slow accretion of descending scales
at different speeds, registers and rhythms that culminates in a dense and spectacu-
lar swirl of notes. The recapitulation follows, and Rachmaninoff’s longest, grandest,
most expansive symphonic work ends in a veritable blaze of sound.

(Robert Markow)
For a profile of Robert Markow, see page 14.
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5 @ D_I,/\/X . IJ*X Lawrence RENES, Conductor
IPAFUY @ IREBEE Moné HATTORI, Violin
JVP—hY29— @ LLUIAREE Tomoshige YAMAMOTO, Concertmaster

XIBEEDTOT—IUIFP. 237 TEL T,

TS5—LR  IPAFUGER — KA op.77 o

Brahms. Violin Concerto in D major, op.77

[ Allegro non troppo
I Adagio
I Allegro giocoso, ma non troppo vivace

{AE8 / Intermission (20 %)

TS5— LR LR 4 & TREGEE op.98 414)

Brahms: Symphony No.4 in E minor, 0p.98

Allegro non troppo

Andante moderato

Allegro giocoso

Allegro energico e passionato
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Moné Hattori was born in 1999. In 2009 she won the 1st prize at Lipinski-Wieniawski
International Violin Competition in Poland. She made her grand debut at the age of 11
with a recital in Milan and started performance activities in Russia and Europe. In 2013,
Hattori won the Grand Prix at Young Virtuoso International Competition. At Novosibirsk
International Violin Competition held in the same year, at the age of 13, she jumped to
the senior division and won the Grand Prix. In 2015, she won the Grand Prix at Boris
Goldstein International Competition. Hattori has performed with orchestras including
NHK Symphony, Yomiuri Nippon Symphony, Tokyo Phitharmonic, Tokyo Symphony, and
Japan Philharmonic. From October 2009, she entered Graduate School of Music, Toho
Gakuen. She plays on the Guarneri del Gesu Violin on specially loan from Nippon Violin.
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Program notes by Robert Markow

Brahms:
Violin Concerto in D major, op.77

I Allegro non troppo
II Adagio
II Allegro giocoso, ma non troppo vivace

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

Brahms spent the summer of 1878 at Portschach on Lake Wérth in southern
Austria. It was a region, he once said, where melodies were so abundant that one
had to be careful not to step on them. Here Brahms began work on his only violin
concerto, completing it by early fall. As was his custom, Brahms conferred with the
eminent violinist Joseph Joachim on technical and musical matters. Biographers dis-
agree on the extent to which Brahms heeded Joachim’s advice (many difficult, awk-
ward passages for the soloist remain), yet, as was only to be expected, he dedicat-
ed the score and entrusted the premiere to Joachim, his friend and adviser of 25
years. The first performance took place on New Year’s Day, 1879, with Brahms
conducting the Leipzig Gewandhaus Orchestra.

The concerto’s technical difficulties did not encourage further performances,
nor did audiences respond kindly. As with many of Brahms’s large-scale works, it
was considered dry and pedantic; even the critic and long-time Brahms supporter
Eduard Hanslick didn’t appreciate it. But that is all history now. Brahms’s concerto
is ranked today alongside Beethoven’s (also in D major) as one of the two greatest
ever written. Hubert Foss states the case eloquently: “Of all Brahms’s major works,
this is the one which shows in the highest degree of perfection the reconciling of
the two opposites of his creative mind — the lyrical and the constructive: Brahms
the song writer and Brahms the symphonist. For this concerto is a song for the vio-
lin on a symphonic scale — a lyrical outpouring which nevertheless exercises to the
full his great powers of inventive development. The substance of it is, throughout,
the growth of the themes; they blossom before us like opening flowers in a richly
stocked garden. It is Brahms’s most lovable work of extended design.”

The concerto opens with a relaxed theme in the violas, cellos, bassoons, and
horns — a characteristically warm, Brahmsian scoring. It takes only a few moments
to realize that this is going to be a concerto on a grand scale. After presentation of
several more thematic ideas, the soloist enters with a flourish, which develops into
a long, quasi-cadenza before eventually settling down to repeat the themes first
heard in the long orchestral exposition. Additionally, the violin first presents a new
theme, rapturously flowing and waltz-like. Brahms left the cadenza to the discretion
of the soloist. Many have been written since the original one by Joachim.

The sustained, serene oboe solo that begins the second movement is one of
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the most gorgeous melodies Brahms ever wrote, and it serves to remind us that
Brahms was one of the great song writers of the nineteenth century. The central
portion of the movement shifts to the minor mode, and has been described as soar-
ing into “impassioned melancholia.” The final part of the ternary-form (ABA) move-
ment begins with a re-statement of the oboe theme accompanied by new figura-
tions from the violin. The soloist forms a tight bond with the orchestra, yet interest-
ingly enough never plays more than the first three notes of the main theme in
unadorned fashion.

The bold and fiery finale, the only movement full of virtuosic display, is a
slightly modified rondo structure (ABACBA) whose principal theme is marked by a
Hungarian gypsy flavor. Thus Brahms pays fitting tribute to two Hungarian violin-
ists who played significant roles in his life: Joseph Joachim and Eduard Reményi,
who “discovered” Brahms and presented him to the European music world.

Brahms:
Symphony No.4 in E minor, op.98

I Allegro non troppo

I Andante moderato

I Allegro giocoso

IV Allegro energico e passionato

It was Brahms’s custom to spend the summer months in quiet, rustic sur-
roundings amidst lakes and mountains. The summers of 1884 and 1885 he passed
in the Austrian Alpine village of Murzzuschlag. Here he wrote his Fourth
Symphony. He made a two-piano arrangement and performed it with Ignaz Brill
for a select company of friends and musicians, including Hans Richter, C.F. Pohl
and Eduard Hanslick. Their response, which should have been enthusiastic, was
decidedly cool, and they predicted a grim future for the symphony. But at the pre-
miere, which took place in Meiningen (Germany) on October 25, 1885, the public
applauded warmly. The same public acceptance occurred at concerts given in fol-
lowing weeks in Frankfurt, Essen, Elberfeld, Utrecht, Amsterdam, The Hague,
Krefeld, Cologne and Wiesbaden. Only Vienna found it difficult to understand, and
that was probably because of inadequate preparation by that city’s orchestra.

The symphony opens with a gesture that suggests the work has been in prog-
ress for some time, and that we have entered its realm in mid-point. The tiny two-
note cell of “short-long,” heard at the very outset in the violins, becomes the main
building block, or musical mortar, if you like, upon which the entire movement is
based. Other themes are heard too, but the two-note motif is never far away, often
lurking in an accompaniment figuration or secondary idea. The second subject in
this sonata-form movement is introduced by a fanfare figure in horns and wood-
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winds, which leads into the soaring, lyrical theme for cellos and horn. The horn
(doubled by oboe) also gives the first statement of the closing theme in a more
genial and relaxed mood than hitherto encountered.

The slow movement is unusual in that it is founded on the same keynote as
the first — E. (Composers usually took care to provide a contrasting tonality after
the weighty first movement.) With E minor still ringing in our ears from the first
movement, two horns proclaim a motif beginning on the note E, but Brahms delays
confirmation of the idyllic E major tonality for some time. The movement moves
through a cosmos of moods, from autumnal melancholy and melting lyricism to for-
bidding austerity and stern grandeur, expiring to the same horn motif that opened
the movement. Brahms’s friend Elisabet von Herzogenberg commented on the gor-
geous, heavenly cello theme: “How every cellist ... will revel in this glorious, long-
drawn-out song breathing of summer!”

The third movement is usually described as a scherzo, though Brahms did not
call it that. In its massive orchestration, which includes timbres unusual for Brahms
(piccolo and triangle), we find an infectious, virile spirit that remains etched in the
memory far more powerfully than any particular melodic idea.

The Finale is the most unusual movement of all, employing as it does the
chaconne technique — a compositional process popular in the Baroque period in
which an entire piece is built over a continuously recurring pattern of chords.
Brahms took his theme from Bach’s Cantata No. 150 (Nach dir, Herr, verlanget
mich), which is heard at the outset by the entire wind choir, including trombones
(their first entry in the symphony!). The chaconne was out of fashion in Brahms’s
day, and had never been used in a symphony before, but his interest in older
musical forms, particularly fugue and counterpoint of all types, and his inner need
to rise to the challenge, provided the impetus. The potential pitfall of writing a
chaconne lies in the danger of monotony — using those same few chords over and
over again. But never in the thirty continuous variations that follow the
presentation of the eight-bar “theme” (plus four more in extended versions in the
coda) do we feel an absence of momentum, an overuse of tonic harmonies, a sense
of tedious regularity, or anything less than total mastery and economy of means.

For a profile of Robert Markow, see page 14.

9/26 Chofu & 9/27 Toyota

57



	第980回定期演奏会Aシリーズ
	Subscription Concert No.980 A Series
	第981回定期演奏会Bシリーズ
	Subscription Concert No.981 B Series
	プロムナードコンサートNo.404
	Promenade Concert No.404
	第982回定期演奏会Cシリーズ
	Subscription Concert No.982 C Series
	都響・調布シリーズNo.24
	Chofu Series No.24



