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Goldberg Variations en Concert

Based on: Johann Sebastian Bach (1685-1750)
Clavier Ubung bestehend in einer ARIA mit verschiedenen Veraenderungen vors
Clavicimbal mit 2 Manualen BWV 88 (1741)

Aria Variatio 17
Variatio 1 Variatio 18 Canone alla Sesta

Variatio 2 Variatio 19

Variatio 3 Canone all Unisuono Variatio 20

Variatio 4 Variatio 21 Canone alla Settima
(6] Variatio 5 Variatio 22 alla breve

Variatio 6 Canone alla Seconda Variatio 23

Variatio 7 Variatio 24 Canone all Ottava
[9] Variatio 8 Variatio 25 adagio

Variatio 9 Canone alla Terza Variatio 26

Variatio 10 Fugetta Variatio 27 Canone alla Nona
Variatio 11 Variatio 28

Variatio 12 Canone alla Quarta Variatio 29

Variatio 13 Variatio 30 Quodlibet
Variatio 14 Aria

Variatio 15 Canone alla Quinta, andante Aria (bonus track)
Variatio 16 QOuverture

Transcription: Takuya Nemoto
The Jugong Boys
Toru Yamamoto (Five string violoncello)
Takuya Nemoto (Double manual harpsichord)
Mutsuyuki Motomura (Various recorders)

Instruments:
Recorder in d” (8, 9, 24, 25)

Fumitaka Saito (Amsterdam / Tokyo) after Stanesby Jr.
Recorderinc” (2, 5, 13, 18, 20)

Fumitaka Saito (Amsterdam / Tokyo) after Terton
Recorderin g’ (2, 9)

Fumitaka Saito (Amsterdam / Tokyo) shortened Bressan f’-alto
Recorder in f' (19, 283, 26)

Fumitaka Saito (Amsterdam / Tokyo) after Bressan
Recorderind’ (1, 4, 6, 10, 11, 14, 15, 17, 21, 26, 27, 29, 30, 31, 32, 33)

Fumitaka Saito (Amsterdam / Tokyo) enlarged Bressan f'-alto
Recorder inc’ (38, 12, 16, 22, 28)

Seiji Hirao (Yokohama) after Haka

Five String Violoncello
Anon. (18C Germany)
- Bow by Paul Herrera (Tokyo 2017)

Double Manual Harpsichord
Toshiya Nogami (Yamanashi), French Style

Tuning Pitch: a’= 415
13



Are the Goldberg Variations Too Long?
— Personal Thoughts on the en Concert Project

An acquaintance of mine once attended a
performance of the Goldberg Variations by a
renowned harpsichordist visiting Japan. The
program was the complete set, with all the repeats
and no intermission. This friend who was an
occasional concert goer recounted to me how
striking the experience was for him.

He said:

The hall fell so utterly silent that one could not let
out even a cough, the lights were dimmed and the
audience sat up straight and devoted their senses
to the artist who played the entire collection from
memory. It was as if one had happened upon a
sacred religious ceremony.

Now, we, The Jugong Boys, have always
embraced the elements of fun and frivolity, if you
will. Our live performance of the Tableau de
["operation de la taille by Marin Marais came with
accompanying gestures, for example. Our tagline
has been something like, “Beauteous, with your

12

eyes closed

It was in one of those relaxed after-the-concert
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hallway chats with us that this friend of ours
expressed marvel at the contrast between the said
solemn performance of the Goldberg Variations
and the latest performance by The Jugong Boys in
which he had just partaken.

Admittedly, the monumental works by Bach,
including the six partitas or the preludes and
fugues from Das Wohltemperierte Klavier, are
often performed in their entirety. As a performer
myself, this is very understandable; doing so gives
one a sense of achievement akin to climbing a tall
mountain. I must confess to having performed the
entire Die Kunst der Fuge in one live performance
myself. I now do remember having someone
comment to me, “As interesting as the program
was, it to me was akin to witnessing an esoteric
religious devotion.”

The great works of Bach such as those mentioned
above were in fact, originally composed for
practicing an instrument to enhance the dexterity
of the performer. As such, might it not follow that
they were never meant to be played as one
complete work, but for picking and choosing from
the collection to suit the musician’s whim of the
day for a personal challenge to bettering his skill?
I suspect this was quite true for the Goldberg

Variations, since they comprise the 4th volume of
Clavier Ubung.

Then it would follow that any selection would
legitimately make a program. For example, choose
the 10 variations comprising canons and a
quodlibet, whose numberings are multiples of 3.
Or perhaps perform only the few variations in
minor scale, using lute stops, for a contemplation
of the passing seasons one late autumn night.

Even as a professional musician as [ am, I would
hesitate listening to the entire set of the variations
in one sitting of a live performance. Each variation
I admit is quite elaborate as well as elegant, but
offering the entire collection would lack
flamboyance, which is among the key elements of
a competent program. Would there be any way,
then, for the collection to be turned into enjoyable,
relaxing entertainment for an audience not
necessarily all hardcore Goldberg fans?

To this question, I finally have an answer: to play
the variations en concert, deploying multiple
instruments, as we demonstrate in this recording.

In my understanding, en concert denotes a musical
convention where keyboard music is performed as

ensemble pieces engaging multiple and
well-suited instruments as befits the artists and
their discretion, such as seen in Francgois
Couperin’s Concerts royaux. The fugues in Die
Kunst der Fuge, because they are composed in
four voices, are often played by a quartet of
various instruments, which can be considered one
example of the en concert design.

The Goldberg Variations may be grouped into the
following:
la
Melody line and the accompaniment (Aria,
Variations 13 and 25)
1b
Melody line and the base line (Variations 1, 7,
8, and the first half of 16)
11
Two melody lines and the base line (Variations
2,3,6,9,12,15,18, 19,21, 24)
111
Two voice counterpoint (Variations 5, 11, 14,
17, 20, 23, 27)
v
Four voices (Variations 4, 10, the latter half of
16,22, 27)
\%
Miscellaneous (Variations 26, 28, 29)



When one counts separately the notes played with
right and left hands of the harpsichordist, then add
the recorder and the cello, you have four voices,
rendering the above category IV of the variations
en concert quite feasible. Similarly, the variations
in the four categories I (a and b) through 111 en
concert become feasible with differently matched
combinations of instruments, where the right hand
of the harpsichordist can even take on the melody.
The three pieces in the miscellaneous category V
seemed to call for much ingenuity, but I decided to
embrace this en concert project without further
hesitation.

To me the project was not one of musical
arrangement, but rather of formulating and
reformulating the variations to be played en
concert. With this goal in mind, I have avoided
engaging in maneuvers often seen in arrangements
of Bach works during the Romantic era where
harmonics and counterpoints were added with
disregard to the style Bach had composed in. For
example, I, the harpsichordist, used the original
base figures for realization in Variations Ib and 11
in particular, mindful of the figures Bach himself
stipulated in his suites and cantatas, never to
overstep his grand design.
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Then what would be the significance of this en
concert project?

In France, even before Couperin, composers such
as Charles Dieupart (3 versions, 1701/1702/1705),
Gaspard le Roux (1705), Elizabeth Jacquet de la
Guerre (1707), offered their clavecin pieces to be
played with multiple instruments en concert. The
famous annotation to the Le rossignol en amour
(1722) notwithstanding, it is reasonable to assume
that the boundary between the solo with continuo
and the ensemble pieces was not only more
permeable than we think today, but rather
something to be crossed as a matter of course.
Also, as can be surmised from the fact that Bach
himself composed numerous works titled,
“Concerto” (BWV 972-987) for the solo
harpsichord, the harpsichord was the definitive
device suited to playing music in its wholeness, as
the case is with the modern day piano. If so, it
follows that an attempt to study and reinstate the
full richness of the original music is not at all an
intrusion into the prerogative of the great
composer.

That said, there is no instrument capable of
playing the entire range of the right hand of the
harpsichordist, with the exception of the violin.

But here, the beauty and merit of having the
recorder among the instruments is that the
recorder comprises a family of individual
instruments, each with their own characteristic
register, and the artist generally is adept at
performing them all skillfully. Given just enough
time to exchange instruments, the recorder player
may deploy more than one recorder within one
piece. In fact, for Variation 1, this strength has
been readily demonstrated with both the alto
recorder in g’ and the soprano recorder in c”’.

Variation 3 is a canon in unison, and the two
melody lines easily melt into each other when
played on the harpsichord, whereas the original
design of the music is revealed by having the
antecedent canon played by the recorder in d’
(voice flute) which more distinguishes the musical
structure.

For Variation 7, the soprano recorder in d”” and the
cello play in unison 2 octaves apart. This technical
combination has captivated me ever since our first
attempt with it for the sonata by Chédeville in the
album, Portraits in French Baroque Sonatas
(WAONCD-550). I also remember those days I
spent studying conducting, when the lessons
usually proceeded with orchestral pieces reduced

to 2 pianos. When a melody line would start to
sound too submerged in the music, [ would
buttress the melody line with a unison 1 octave
above and below the actual notes for a fuller
resonance encompassing 2 octaves. This technique
proved useful in our Goldberg en concert.

In Variation 13, the voice flute and the cello take
turns in playing the melody lines. The original
notes played with the cello sounded a little too
assertive so that I lowered the cello and
harpsichord parts by an octave. Each repeat thus
gained refreshing resonance that augmented the
musicality of each instrument. This particular
insight came from The Jugong Boys’ live
performance of some violin sonatas that replaced
the violin with the five string cello.

For the other variations, we decided to go with the
original notes that fell in the highest register of the
instruments. For example, Variation 17 is
composed for a double manual harpsichord with
the left hand crossing the right, so it is impossible
to lower the notes by an octave. But please just
listen to the cello’s rapid, tour de force ascent
from the base notes in F clef to the highest note
¢’”’. It is more than thrilling, surely one of the
highlights of this en concert project.
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Now the recorder is an instrument quite at ease in
the higher note range. I suspect more of the
challenge lay in the minor scale chromatic
sequences, for example, in Variation 25. The
harpsichordist needs only to press on the key to
get the notes whereas for the recorder player,
note-after-note not only in tune but calling for
specific terms of musicality and harmony proves
the artist’s phenomenal and masterly prowess.

The Variations in categories 111 and V called for
even more ingenuity in determining which
instrument would partake in which passage. In
some cases, a progression would criss-cross the
high and low staffs one bar at a time. Some parts
were reconstructed for “orchestration” by
dissecting the musical elements in the harpsichord
passages with considerable leaps where the left
hand crosses the right, which in later time periods
would have been notated using the three stave
score. | gladly welcome the listeners of this album
to gaze at and follow the music with the original
music sheet in hand when they listen to Variations
namely 20, 23, and 28 and enjoy appraising how
our realizations fare.

I shall touch upon our Variation 27 in which the
harpsichord remains silent throughout, an anomaly
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considering the original composition. Here, the
tenor recorder in ¢’ and the cello engage in a canon
at the 9th, and the result has convinced me that
this was the specific musicality that Bach intended
for the two hands of the harpsichordist to bring
out. What one hears is a rich and unadulterated
dialogue between two melody lines.

When I reminisce, with our score in hand, the days
spent recording this album, I cannot but help think
our Goldberg Variation project a little too personal
and persons specific. I very much doubt if
musicians other than our team, namely Mutsuyuki
Motomura and The Jugong Boys, could have
pulled off this feat en concert. Could the whole
project have been possible without the singular
recorder player with his command of numerous
recorder instruments and the five string cellist’s
unparalleled savoir faire over the instrument? |
confess to having entertained the idea of
publishing our score, timed with the release of the
album. But the more I thought of this, it seemed
almost futile to publish this collection as I foresaw
no demand for replicating our music. Therefore, I
have abandoned the idea.

Having said this, my true hope lies with the
contemporary harpsichordists, for them to venture

forth in their own search for established
masterworks to be performed en concert. More
accurately, I would like to encourage them to
unleash their musicality and deconstruct what are
offered among the keyboard genres to reconfigure
their choice pieces as their euvres en concert. 1
believe this to be one venue where the basso
continuo’s true potential would come into fruition.
As for myself, the creative process for this album
itself was a genuine and bounteous dialogue with
Maestro Bach.

I earnestly wish that our album accords good
stimulus to bring into this world new and original
en concert collections to come.

Takuya Nemoto
Spring 2026

The Joy of en Concert

There are quite a few harpsichord works that may
be formulated into musical pieces where melody
instruments are accompanied by basso continuo.
Such pieces must have been performed en concert
in various combinations of instruments, matter of
factly as nothing exceptional. This holds true even
today for the theme of the collection by Bach
known today as the Goldberg Variations, the Aria
that may well be performed en concert.

Several years ago, I enlisted Takuya Nemoto and
his harpsichord as the basso continuo in my live
performance of recorder works from the German
baroque era. For the encore, we chose the Aria
from the Goldberg Variations. Both the audience
and we enjoyed it, so much so that Takuya
proposed, “Why not do the entire Goldberg
Variations en concert?” It was a very audacious
proposal. The Aria notwithstanding, the Variations
are practice pieces that maximize the musical
fortes of the double manual harpsichord. They are
the farthest away from music comprising the solo
and basso continuo.

I remember thinking to myself, “How in the world
is he going to make the whole collection suitable
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for a performance en concert?!” But Takuya
seemed confident. He told me that we should be
able to cover the entire register by bringing in the
five string cello, and assigning the soprano, alto
and tenor recorders from the recorder family to the
appropriate note range. Assuaged, I decided to
look forward to the project knowing Takuya to be
a fine composer as well.

That was how the project started. But since it was
far from an easy task, we gave ourselves an
unprecedented amount of time to rehearse. First,
we would rehearse according to the first draft,
with a plan for which instrument should take
charge where, to which we proffered endless
feedback. Then almost one year later we
performed our live trial concert. Another year
would pass before we recorded our album. In the
last-minute rehearsals leading up to the recording,
we were still fine tuning the details such as the
choice of instruments, where to add unison, etc.
The entire continuous process was a true joy. As
the melodic euphony grew ever more cohesive, we
felt many eureka moments — So this is what this
piece was about! So this is the bliss in performing
en concert!

Personally, as I worked alone on the recorder parts
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I was assigned, I was suddenly reminded of
myself more than half a century ago. In the old
days, when recorder music in print was not as
readily available as it is today, I would purchase
concise pocket versions of Bach organ pieces.
Once home, I would lose myself playing on my
recorder the musical phrases that I took a fancy to.
The pure musical sensation that I felt back then is
what motivated me to arrive where I am today.
This album is thus my boyhood dream come true.

This Goldberg en concert was only possible
through the musical fusion of the personalities of
The Jugong Boys and I, which began with
Takuya’s inspiration. Because the recorder in
Bach’s time had different qualities as an
instrument compared to the contemporary
instrument, [ doubt if this outcome of the en
concert Goldberg, even with a similar formulation,
could have been possible three hundred years ago.
I feel that early music performed by contemporary
musicians for the contemporary audience is
contemporary music. | am very enthused to be
able to share with listeners the joy of this music
born only of this moment with this assemblage of
musicians.
Mutsuyuki Motomura
Spring 2026

The Jugong Boys
In 2014, two chubby fellow students from the
Tokyo University of the Arts reunited after

completing their studies in Europe to form a duo
specifically focused on delivering French baroque
music. The name derives from the idea and
comments from friends, “Just listen to their
performance, you'd think they’re as cool as any
Junon Boy (winners of the annual boy idol
competition that continues to be held to this day
by the magazine, Junon), but in fact they are built
like dugongs.” Thus the coinage and duo name,
The Jugong Boys (Junon Boys + Dugong). Their
signature attire in performance is gingham check
shirt and bow tie. They go by the tagline,
“Beauteous, with your eyes closed!”

Toru Yamamoto

Toru Yamamoto pursued graduate studies in early
music at the Tokyo University of the Arts, after
which he went on to earn a Master's degree in Fine
Arts with honors from the ZHdK, Zuericher
Hochschule der Kunste. His mentors of modern
and early music cello count Takashi Dohi, Fumiaki
Kouno, Hideki Kitamoto, Hidemi Suzuki and Roel
Dieltiens. As a member of the Bach Cantata Club at
the Tokyo University of the Arts, he honed his
skills under the tutelage of Michio Kobayashi.

He has won numerous awards, placing second at
the 2008 16th International Johann Sebastian Bach
Competition in Leipzig, Honorable Mention at the
2011 Brugge International Early Music Competi-
tion, and, also in 2011, placing first with the Den
Haag Piano Quintet at the International van Wasse-
naer Competition. His scholarships include the
2010 Overseas Study for Upcoming Artists of the
Agency of Cultural Affairs, Government of Japan,
and the 2011 Rohm Music Foundation Scholarship.

He has played regular concert seasons, recorded
and toured internationally with many leading
orchestras performing with period instruments, in
Japan and overseas, such as the Bach Collegium
Japan and Orchestra Libera Classica.
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Among his other activities, he performs with
Takuya Nemoto as the duo Jugong Boys, that they
founded. He co-founded L orchestre d’avant-gar-
de with Yusuke Watanabe, of which he is the
principal cellist as well as board member. He is the
principal cellist and inspector for the Promusica
Baroque Academy. In 2017 he was among the
judges for the Yamanashi Early Music Competi-
tion, where he had placed second in 2006.

His passion for educating young musicians and
introducing period instruments to a broader
audience has led him to teach an intensive course
titled, “Introduction to Early Music,” at his alma
mater, the Tokyo University of the Arts, and holds
masterclasses such as at the Yong Siew Toh
Conservatory of Music, National University of
Singapore. From April 2025 he is Lecturer in early
music at his alma mater.

Takuya Nemoto

Takuya Takuya Nemoto was conferred an MMus
in conducting by the Tokyo University of the Arts,
where he was discovered by Hiroshi Wakasugi for
his extraordinary gift in grasping theatrical works
in their original languages such as English,
German, French, Italian, Latin, Russian, and
Czech. He has since held successive supporting

positions, making him an integral presence for
performances at the New National Theatre, Tokyo,
as chorus master, diction coach, and lecturer on
works, as well as at Japanese opera companies
including Tokyo Nikikai Opera Foundation, Seiji
Ozawa Matsumoto Festival (OMF), and Nissay
Opera. He earned a diploma in basso continuo
from the Conservatoire National Superieur
Musique et Danse Lyon. He is the harpsichordist in
the duo, The Jugong Boys with baroque cellist
Toru Yamamoto, and for numerous other perfor-
mances. He has composed two operas (Kagetora,
2018 and La veuve Aphrodissia, 2021), the cantata
Rinshisen (2016), and other vocal pieces. Most
recently, he was music director for Der Rosenkava-
lier at Shizuoka Performing Arts Center in 2024,
ceaselessly embracing new opportunities in related
fields.

Mutsuyuki Motomura

Mutsuyuki Motomura (recorder) graduated from the
Sweelinck Conservatorium in Amsterdam, studying
with Walter van Hauwe among others. He returned
to Japan in 2001 after having performed extensively
for more than 10 years based in Amsterdam.

His repertoire spans works from the 14th century
to the contemporary. More recently, he has sought

out music from the baroque period that specifically
designated the recorder as the melody instrument,
to explore nuance created only through the
idiosyncrasies of the instrument at that time. His
albums, including Neapolitan Recorder Concertos
(WAONCD-370) and Hotteterre Pieces for Recorder
(WAONCD-590) are consummate examples of this
devotion.

At the same time, he has sought out works that are
seemingly far removed from the baroque recorder
repertoire in his effort to expand the instrument’s
horizon. His Sonate a la Maresienne by Marin
Marais (Portraits in French Baroque Sonatas,
WAONCD-550) is but one example.

The albums are all available through the streaming
services.
(Search Mutsuyuki Motomura.)
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