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Eliahu Inbal was born in Jerusalem in 1936. He held numerous chief posts with orches-
tras such as Frankfurt Radio Symphony (hr-Sinfonieorchester), Konzerthausorchester
Berlin, Teatro la Fenice di Venezia, and Czech Philharmonic. He was appointed Conduc-
tor Laureate of Tokyo Metropolitan Symphony Orchestra in 2014. Many CDs of live per-

formances by Inbal and TMSO are winning great acclaim. He was decorated by French
and German Government, and by the cities of Frankfurt and Wien.
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(I~II” Nowak edition)
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[ Feierlich, Misterioso

I Scherzo: Bewegt, lebhaft

I Adagio: Langsam, feierlich

IV Finale: Misterioso, Nicht schnell
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At the time of Bruckner’s death, Symphony No. 9 was completed up to the
third movement, but the fourth movement finale was unfinished. Thereafter, perfor-
mances of Symphony No. 9 generally ended with the third movement, and playing
Bruckner's Te Deum instead of the finale, which he had suggested shortly before
his death, did not gain popularity.

From the 1960s, attempts to complete the finale from drafts and sketches left
by the composer began in earnest. Among them, an edition by Nicola Samale and
Giuseppe Mazzuca was first published in 1983. It was recorded in 1986 by
Frankfurt Radio Symphony Orchestra conducted by Eliahu Inbal (one of the earliest
recordings of the completed symphony). The Samale and Mazzuca edition was
later revised by John A. Phillips and Benjamin-Gunnar Cohrs (Samale, Phillips,
Cohrs, and Mazzuca edition; SPCM edition).

Today, following the first three movements of the Nowak edition, we present
the fourth movement of the latest SPCM edition revised by Phillips. For this con-
cert, Dr. Phillips himself has contributed a commentary on the music, which is pub-
lished below.

Monthly TMSO

Bruckner:
Symphony No. 9 in D minor, WAB 109

“Dem lieben Gott” [To the dear Lord]

I Feierlich, Misterioso [Solemn; mysterious]

I Scherzo: Bewegt, lebhaft [Allegro, lively]

I Adagio: Langsam, feierlich [Slow, solemn]

IV Finale: Misterioso, nicht schnell [Mysterious, not fast]

I-1I'; Nowak edition

Performing Version of the Finale 1983-2012 by Nicola Samale, John A. Phillips,
Benjamin-Gunnar Cohrs and Giuseppe Mazzuca; revision John A. Phillips 2021-
22; Japanese Premiere.

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

Begun in 1887, Bruckner’s Ninth Symphony is traditionally performed in the
three movements Bruckner had completed by 1894. However, the last 18 months of
his life were spent working assiduously on its Finale. It was so important to him
that the symphony not conclude with the third movement that he directed his Te
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Deum be performed following the Adagio.

But among the 490 pages of manuscripts that survive for the Finale, Bruckner
left an orchestral score, no less definitive than those of the first three movements,
likewise notated on numbered bifolios (four-page double sheets, mostly 16 bars
long). About the first third of the Finale was fully completed, the rest was left in
string score, in ink, with important wind entries in ink and pencil.

The Ninth was to be Bruckner’'s masterwork, his opus summum musices; its
Finale had been emerging in Bruckner’s mind for almost a decade before he
embarked on its detailed composition. Its score reveals that Bruckner’s originality,
clarity of conception and contrapuntal skill remained undiminished.

Tragically, a number of the score bifolios, among other manuscripts, were sto-
len by souvenir hunters from Bruckner’s apartment following his death. At the 1903
premiere of the Ninth, the first three movements were presented in a reorchestrated
arrangement, its conductor Ferdinand Loéwe lying outright about the existence of a
Finale. The myth that Bruckner left only a few indecipherable ‘sketches’ is still in
currency today. The manuscripts were first published in 1934 in the Bruckner
Complete Edition, but errors in their transcription led to further misunderstandings.
In 1963, British musicologist Hans Ferdinand Redlich justly wrote of the Ninth:
“Rarely has the posthumous work of a great composer been treated by posterity
with such persistent unfairness.”

Begun in 1983, efforts to reconstruct the Finale by the editorial team of
Nicola Samale, John Phillips, Benjamin-Gunnar Cohrs and Giuseppe Mazzuca
(hence, ‘SPCM’) led to the publication of Phillips’ reconstruction of Bruckner’s auto-
graph (1994, 1999) and facsimile edition of the original manuscripts (1996) in the
Bruckner Complete Edition. This brought about a revolution in informed musicolog-
ical opinion. Phillips and Cohrs went on to independently write doctoral theses on
the Ninth.

Their exhaustive research showed that, despite the lost bifolios, far more sur-
vives for the Finale than was previously believed, including extensive drafts for the
coda, now included in their entirety in this latest revision. The missing bifolios can
be reconstructed from Bruckner's particello or short-score sketches preceding the
composition of the score. The movement’s form, its motivic and harmonic continu-
ity is apparent throughout. Bruckner was also a profoundly methodical and theoret-
ically insightful composer whose artistic decisions followed a readily construable
compositional logic. Reconstructing the Finale’s compositional continuity and com-
pleting its orchestration was a far less subjective process than it might seem.

The SPCM Finale has been progressively refined throughout its history. At
649 bars, the current revision, which has the wholehearted approval of Maestro
Samale, is four bars shorter than in 2012 (the version recorded so successfully by
Sir Simon Rattle and the Berlin Philharmonic). It is now even more solidly based on
the original materials: 440 bars represent the continuity of surviving score bifolios
(68%), a further 122 were reconstructed from the sketches or continuity drafts

6/4 B Series & 6/5 C Series



(19%). Only 87 bars (13%, 9 bars
fewer than in 2012), required more
‘forensic’ restoration.

Expressly conceived as his
last symphony and musical testa-
ment, the Ninth was dedicated,
with Bruckner’s characteristic sin-
cerity, to “the dear Lord”; he also
referred to it as “Homage to
Divine Majesty”. It was to be in D
minor, like Beethoven’s Ninth,
itself an act of homage to that cel-
ebrated work. Begun only days
after Bruckner completed his
Eighth in August 1887, composi- o )

. . Anton Bruckner monument in Vienna City Park

tion of the Ninth was delayed for “Stadtpark”

years by Bruckner’s retrospective ©Osterreich Werbung / Biro Tokio

revisions of several previous sym-

phonies, designed to bring his major works to the same exacting level of composi-
tional craftmanship.

Like his Fifth, Bruckner’s Ninth was actually orientated around a Finale of
great weight and emotional power, intended to end not in resigned beatitude but in
triumphant glory. Bruckner marshalled up all the numinous, ‘gothic’ elements of the
key of D minor found in Beethoven, raising them to greater levels of mystery,
solemnity, rapture and, at times, sheer terror. As in his Seventh and Eighth,
Bruckner enriched his orchestral palette with the dark, mysterious sound of four
Wagner tubas, given important roles in the last two movements. The work is har-
monically rich beyond compare: Dramatic dissonances such as the opening of the
Scherzo or climax of the Adagio, not to mention many remarkable passages in the
Finale, foreshadow twentieth-century harmonic developments.

The first movement employs Bruckner’s characteristic sonata form, an exposi-
tion of three groups of themes, developed and reprised, followed by a coda. The
ominous opening of the first movement builds into its overwhelming principal
theme, perhaps representing the “Divine Majesty” to which the work was to pay
homage. The second subject brings a rapturous spiritual calm, the third, a sense of
the tragedy of human existence. Bruckner fuses development and reprise together
into a long counter-statement, rising to overwhelming climaxes. The coda is con-
cise but monumental.

The Scherzo which follows seems demonically supercharged, a veritable
Totentanz, or dance of death; Bruckner may even have intended a vision of Hell.
The unearthly Trio is unlike anything else he ever composed.
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The Adagio is a deeply moving retrospective, rising to transcendent, visionary
heights. Two broad theme groups are each restated, followed by a long, climactic
coda. The initial entry of the trumpets (bar 5, in D major) probably foreshadowed
the “Allelujah” with which Bruckner intended to conclude the Finale. Just after the
first climax a sorrowful theme emerges in the Wagner tubas: Bruckner referred to
this as his “Farewell to Life” . It recurs later as an impassioned chorale in the
strings, and will return again as the glorious chorale theme of the Finale. The
Adagio’s coda ascends to a climax of terrifying power - perhaps a confrontation
with death itself - followed by a passage that quotes the “miserere” of Bruckner’s
own D minor mass and prefigures the opening of the Finale: Earthly life is over.

If the Adagio was Bruckner’s farewell to life, he must have intended the
Finale, good Catholic that he was, to be the soul’s journey through Purgatory - and
to end with its salvation. The initial compulsive, dotted rhythms and “demonic” tri-
tone progressions dominate the whole movement; this ominous beginning builds
into another terrifying principal theme: God appears again as remorseless judge.
The second group, initially desolate, later recalls happier memories. The third
group is the magnificent chorale prefigured in the Adagio, here symbolising
redemption, but it break off catastrophically; the soul has yet much to undergo.

The development is dominated by the four-note motive Bruckner borrowed
from his Te Deum, symbolising
faith. The principal theme then
returns as a daring fugue, fol-
lowed by a long crescendo cul-
minating in a new, victorious
theme in the horns; but this too
breaks off in an echoing void.
The reprise of the second group
follows, bringing two musical
allusions: firstly, to the chorale,
xug._.q.;:_-.-‘ YT . A B ] and secondly, to the melody of
F" e = : the ancient liturgical song “Christ

E— g is risen”, a favourite of the com-
poser; this also returns us to D
minor, and suddenly, in one of
the greatest passages in all
Bruckner, the chorale returns in
D major united with the Te
Deum “faith” motive: we are
coming home at last. It segues

into the triumphant horn theme,
A page from Bruckner's autograph of the Finale: only to confront us again with the
the entry of the chorale
Courtesy of Dr John A Phillips forbidding main theme of the first
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movement...

We can now reconstruct Bruckner's coda even more accurately. A mysteri-
ously circling ascent led into the final chorale statement for which we have the
allusion in the reprise as well as a late sketch. Then: three remarkable drafts, dated
May 1896, are now included in their entirety. The restored passage allows the
themes of first movement and Finale to combine in symbolic demonstration of the
unity underlying the whole symphony. A final, terrifyingly dissonant passage con-
clusively cadences into D major: Salvation has been achieved.

Bruckner stated that he would here introduce, “with great power”, an
“Allelujah” prefigured in an earlier movement, “in order that the symphony end
with a hymn of praise to the dear Lord” This can be identified as the already-men-
tioned first entry of the trumpets in the Adagio. Numerous compositional clues
reveal how Bruckner would have transformed this into his concluding “hymn of
praise”.

©Dr John A Phillips, Sydney, 2024

[-1I: Composed in 1887-94
IV : Composed in 1895-96
IV SPCM edition: Reconstructed in 1983-2012; Revised in 2021-22

Premiere of I - I Léwe edition: February 11, 1903 in Vienna
Premiere of I - Il original edition: April 2, 1932 in Munich

World Premiere of IV SPCM 2021-22: November 30, 2022 in London
London Philharmonic Orchestra conducted by Robin Ticciati
Japan Premiere of IV SPCM 2021-22: June 4 & 5, 2024 in Tokyo
Tokyo Metropolitan Symphony Orchestra conducted by Eliahu Inbal
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©Marian Lenhard
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ERTILT2—mrak,. OVRVEITSEFNHTZI—ZERE,

Born in Czech Republic, Jakub Hrd3a is Chief Conductor of Bamberger Symphoniker,
Music Director Designate of Royal Opera House (Music Director from 2025), Principal
Guest Conductor of Czech Philharmonic, and Principal Guest Conductor of Orchestra
dell’Accademia Nazionale di Santa Cecilia. He was also formerly Principal Guest Conduc-
tor of Philharmonia Orchestra and of Tokyo Metropolitan Symphony. He is a frequent
guest with orchestras including Wiener Philharmoniker, Berliner Philharmoniker, Sym-
phonieorchester des Bayerischen Rundfunks, Sachsische Staatskapelle Dresden, Lucerne
Festival Orchestra, Royal Concertgebouw Orchestra, Orchestre de Paris, Cleveland
Orchestra, New York Philharmonic, Chicago Symphony, and Boston Symphony. As a con-
ductor of opera, he has led productions for Salzburger Festspiele, Glyndebourne Festival,
Wiener Staatsoper, Opéra national de Paris, and Opernhaus Zurich.
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Sat. 29 June 2024, 14:00 at Tokyo Metropolitan Theatre
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Smetana: Overture to LibusSe [Smetana 200]
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Janacek (arr. by Hrdsa): The Cunning Little Vixen, Grand Suite [Japan premiere]
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Dvorak: Symphony No.3 in E-Flat major, op.10

I Allegro moderato

I Adagio molto, tempo di marcia

I Finale: Allegro vivace
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Program notes by Robert Markow

Smetana:
Overture to Libuse

Bedfich Smetana: Born in Litomysl, Bohemia, March 2, 1824; died in Prague, May
12, 1884

Libuse was the fourth of Smetana’s eight completed operas, following The
Bartered Bride by about six years. It was finished in 1872, though not presented
on the stage until June 11, 1881, at the National Theater in Prague, one of the
Czechs’ most important and enduring cultural institutions. This event also marked
the grand opening of the National Theater. Eleven more performances followed,
after which the theater was closed for finishing touches. While this was in progress,
a fire broke out, destroying much of the building. When it reopened on November
18, 1883, it was again Libuse that served to mark the event. In 2018, Czechs cele-
brated the centenary of the founding of Czechoslovakia as an independent state
uniting the Czech and Slovak peoples with a new production of LibuSe. (On
January 1, 1993, Czechoslovakia peacefully split into independent Czech and
Slovak Republics.) The strong sense of patriotic pride inherent in LibuSe, and its
potential to fan the flames of national fervor, caused it to be banned during the
Nazi occupation of Czechoslovakia during World War II.

While working on the opera, Smetana called Libuse “my most perfect work in
the field of higher drama.” The lofty subject matter (fraternal strife over an inheri-
tance, judgment from the head of state, a paean to the Czech nation and prophe-
cies), its aura of monumentality, use of Leitmotivs and chromatic harmony, a castle
set high above a riverbed, and its sense of national pride all contributed to the
charge of “Wagnerism” in Libuse. To some extent this is true, but more dominant is
Smetana’s own voice. His particular brand of nationalism is epitomized in the
opera’s final words, which the Czechs have taken to heart: “My beloved Czech
nation will not perish; gloriously she will vanquish the terrors of hell.”

The title character comes from Czech historical myth. As described in a publi-
cation from the National Theater in Prague, “Princess Libuse ... is not just a mythi-
cal sovereign foretelling glory for the Czech nation but, first and foremost, a cathar-
tic, fabulous symbol of womanhood and motherhood, clemency, and peaceful life.”

The Overture alone was first heard in Prague on April 14, 1872. Three years
later it became Smetana’s first published orchestral score. It opens with a long,
impressive brass fanfare representing LibuSe’s home and her position of authority.
The lyrical oboe melody that follows belongs to LibuSe herself, and the grandiose
brass theme portrays her husband Pfemysl.
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Janacek (arr. by Hrasay:
The Cunning Little Vixen, Grand Suite
[Japan premiere]

LeoS§ Janacek: Born in Hukvaldy, Moravia (now incorporated into the Czech
Republic), July 3, 1854; died in Moravska Ostrava, the Czech Republic, August 12,
1928

The arranger, Jakub HriSa, contributed commentary.

The intention to organize my own suite from The Vixen by Janacek was driv-
en by several circumstances. On the one hand, I was happy to repeatedly perform
the so-called Talich suite (which, of course, Talich did not actually compose him-
self, but commissioned from his collaborators; it is a suite that does not respect
Janacek’s original instrumentation, but corresponds to Talich’s opinion at the time
that Jandcek needed to be helped as for his using the orchestra), but lately in the
guise furnished for the Universal Edition in Vienna by Sir Charles Mackerras. The
"Mackerras suite" is actually almost identical to Talich’s, but in the original instru-
mentation restored. However, I was equally happy to perform (and also record)
another similar piece, precisely speaking the “entracts” from The Vixen, namely by
the Brno conductor and connoisseur of Janacek’s work, FrantiSek Jilek.

While Talich’s Suite is plus or minus the outline of the entire first act, but
there is absolutely nothing from the opera’s other music in it, Jilek chose (with
minor exceptions) only orchestral passages of the whole opera evening, of which
there are many in this piece and which mostly connect the individual scenes, and
true to his belief that even in the operas, Janacek shows a “symphonic logic” of the
composition, he created a remarkably functional and compact whole. However,
when this second suite, Jilek’s, is played, there is nothing at all from the beginning
of the opera there.

Years ago, as I was staging the opera at Glyndebourne in England, I con-
ceived the idea that it would be great to be able to convey to concert audiences a
cross-section of the orchestral music of a truly complete opera, strictly chronologi-
cally, though. In principle, I therefore decided to combine the two suites together
and supplement the music created in this way with a few other sections, which it
would have been a shame not to have included: for example, the music of the so-
called ,Inn Scene" from the 2nd act, etc.

This is really how the longest suite from Bystrouska was created, which I also
called “Grof3e Suite” for the publishing house Universal Edition in Vienna, which
published the new shape. I've designed a lot of optional cuts in this organism, so
the final shape is highly variable. However, the listener clearly gets an impression
of the whole, of the arc of the opera, with its changing character: from the almost
balletic pantomime of the opening to the nostalgic "forest" and balanced, recon-

6/28 C Series & 6/29 Special

25



26

6/28 C Series 6/29 Special

ciled ending with the apotheosis.

Again, the key for me is that the suite contains the entire framework of the
work, chronologically. (Occasionally I add one or two singing scenes, most often
the love scene between the Vixen and the Fox, and the final monologue of the
Forester - and on the contrary, I cut some other passages so that the whole is not
too long. But this is not the case with the Tokyo performance, which is purely
orchestral.)

(Jakub Hrtsa)

The Cunning Little Vixen is the seventh of Leo§ Jandcek’s nine operas. He
himself adopted the libretto from a story serialized on a Brno newspaper from April
to June, 1920. Rudolf Tésnohlidek (1882-1928) provided poetry to accompany
illustrations by Stanislav Lolek (1873-1936). It was Janacek’s maid who suggested
him to write an opera based on this.

A giuck synopsis: Bystrouska, a vixen, is caught by a forester. She later man-
ages to escape from him, gets married and has cubs, but is shot by a peddler and
dies. The forester reflects on the fond memory of Bystrouska and ponders upon the
passage of time, and upon the mystery of life with its ever-lasting succession of
death and re-birth.

This time, Jakub HrGisa will conduct an orchestral suite, which he himself
arranged for concerts. Suites by Vaclav Talich (1883-1961) and by Frantisek Jilek
(1913-93) have often been performed [Charles Mackeras (1925-2010) also pro-
duced a suite, but he chose almost the same music material from the opera as
Talich did. Mackeras restored Janacek’s orchestration, where Talich tried to
achieve richer effect in the sound.], Talich used only the music material from Act 1,
while Jilek gathered material from all three acts, although they were mostly orches-
tral sections without songs.

Hrtsa covers the whole opera and includes sections with songs. You can say
it combines the merits of both predecessors and makes up for their shortfalls.
However, in HriSa’ version, somewhat similar to Jilek’s, he does not allow instru-
ments to “sing” vocal parts and the instruments play only their parts as they are in
the opera. Thus, most of the sections where main themes were sung are omitted, to
condense the 95-minute opera into 30-minute suite. HriSa also elaborates on
details, such as avoiding the repetition of motives in the same pattern.

Althougn Hrisa does not put down acts or scenes in his score, and the suite
is played through without breaks, the below description refers to acts and scenes.
Since the opera’s full score which HrliSa used as his source (the new critical edition
published in 2010), has only Acts and Scene Changes, we follow the traditional
section namings such as ‘Prelude’, ‘Scene 1’ and ‘Pantomime’.

6/28 C Series & 6/29 Special



ACT 1

PRELUDE: A summer afternoon in the valley. Insects and animals come in. A blue
dragonfly’s ballet.

SCENE 1: The forester’'s famous monologue is omitted. The insects’ waltz. The for-
ester captures Bystrouska, a young vixen, and takes her to his hut. The blue
dragonfly’s pantomime starts with the flute solo.

SCENE CHANGE: Sorrowful strings start this section.

SCENE 2: The yard of the forester’s hut. An afternoon in autumn. Oboe’s brisk
motive starts the scene. Scenes of the hound approaching Bystrouska, and of the
forester’s son teasing her, who retaliates and bites his leg, are omitted. At night
the vixen falls asleep, followed by beautiful music at the dawn. Bystrouska fights
with hens and cocks, and then escapes from the forester. A climactic closing of
the Act 1.

ACT 2

PRELUDE: An afternoon in the forest. An energetic tutti by the orchestra.

SCENE 1: Bystrouska drives an badger out of his den, and occupies it as her home.
To present this, HriSa extracted only 20 bars from the introduction and the coda
from the scene.

SCENE CHANGE: Cheerful section with vibrant bass.

SCENE 2: For a moment, the stage shifts from animals to human world. At Pasek’s
inn, three friends — the forester, the schoolmaster and the priest — indulge in the
memories of their young days. This scene is, however, all skipped, and the gran-
diose music close to the end of act 2 is displayed, reminiscent of the broad night
sky.

SCENE CHANGE: Flute plays fragmets of the ‘night sky’ motive, for only four bars.

SCENE 3: A path in the woods alongside a hedge of sunflowers. The schoolmaster
and the priest are on the way home, slightly drunken. Bystrouska teases them, by
pretending to be the woman they are attracted to. The forester recognizes her as
the vixen, but she runs off from the site. Here again, the main scene is omitted,
while lively 8 bars from the coda are presented.

SCENE CHANGE: Chorus sings elaborate music. In this suite, the melody is played
by oboe (written by Hri8a) and English horn.

SCENE 4: Bystrouska meets a male fox, whom she marries. This suite uses only the
festive wedding music.

ACT 3: While the original story closes at the wedding scene, the third act was
added by Jandacek. Act 3, scene 3 reflects his own view of life, and he wanted it
to be played at his funeral, which wish was accomplished.

PRELUDE: Viola and bass clarinet parts proceed like walking steps.

SCENE 1: Edge of the woods, noon in the autumn. The talk of the forester and
Harasta, a peddler, is omitted. A fox family appears and the cubs run around.
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Harasta tries to shoot the foxes but was retaliated by Bystrouska and falls down
the hill. Two fatal shots by the outraged peddler met Bystrouska (cymbal and
low strings). Instead of the music of mourning, the woodwinds play the theme
which is called ‘hymn for re-birth’ in the coda (This theme will eventually appear
at the end of Scene 3 and lead to the climax there).

SCENE CHANGE: Ostinato quadruplets make audience feel the passage of time.

SCENE 2: Yard of Pasek’s inn. The forester is sympathizing with the heart-broken
schoolmaster. He says his hound is old now, and so is he, and then makes his
way home. Although abridged, more music of the original opera is retained here
than other sections in the suite.

SCENE CHANGE A quartet of horns creates the nostalgic atmosphere of the
woods.

SCENE 3: The forester sits on the same spot as in Act 1, and ponders upon the
time passed, and upon the late Bystrouska. Hrta plays the whole latter half of
scene 3 in his suite, enabling the audience to appreciate the moving finale of the
opera even in the concert hall.

(Ryosuke Masuda  translated by Tadashi Mikajiri)

COMPOSITION and PREMIERES
Opera: Composed from 1921 to March 1923. Revised in October 1924.
Suite by Jakub Hrtsa: Arranged in 2017
PREMIERES:
Opera: November 6, 1924, at National Theatre Brno,
conducted by FrantiS§ek Neumann.
Suite by HriSa (World Premiere): September 28, 2018,
conducted by Jakub Hrasa, with Bamberger Symphoniker.
Suite by Hri8a (Japan Premiere): June 28 & 29, 2024,
conducted by Jakub Hrusa,
with Tokyo Metropolitan Symphony Orchestra.

Dvorak:

Symphony No.3 in E-Flat major, op.10
I Allegro moderato
I Adagio molto, tempo di marcia

Il Finale: Allegro vivace

Antonin Dvotak: Born in Mihlhausen, Bohemia (today Nelahozeves, Czech
Republic), September 8, 1841; died in Prague, May 1, 1904
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The first two of Dvofédk’s nine symphonies (both from 1865) are rather weak
works, and are rarely played. The Third Symphony, however represents a great
advance in the composer’s compositional talent. It was written in 1872-1873 during
a period when his reputation was spreading rapidly. He was still working as a vio-
list in the orchestra of the Provisional Theater in Prague, but by 1873 he had also
been composing for some time — chamber music, vocal music, other orchestral
works, even opera. He saw his first big success early in 1873 with the patriotic
hymn The Heirs of the White Mountains, an orchestral setting of an epic poem by
the Czech poet Vitézslav Halek.

The Third Symphony was premiered by the Prague Philharmonic Orchestra
on March 29, 1874 in the hall on Sophia Island (Zofin) conducted by Bedtich
Smetana. Dvofédk revised the score in 1887-1889, but it was not published until
1912, eight years after the composer’s death, by Simrock in Berlin. It was the first of
his symphonies Dvoték heard performed. That Brahms thought highly of it opened
doors to Dvordk in Vienna.

The symphony is unique in other ways as well. It is Dvofak’s only symphony
in three movements. It has the longest slow movement and the shortest finale
except for possibly the Eighth. The Wagnerian influence is strongest by far in this
symphony (Wagner had recently visited Prague and conducted some of his music
there.) The symphony makes a fitting companion to Smetana’s Libuse Overture,
which opens this concert, not only because Smetana conducted the premiere and
because of its whiffs of Wagnerian, but because, as biographer Otakar Sourek puts
it, the symphony conveys “the same sense of patriotism and fervent interest in the
future of the nation.” Sourek was referring to Dvotdk’s The Heirs of White
Mountains, but he could as easily have been referring also to Smetana’s opera.

The opening theme is typical of Dvofdk — an expansive, broadly-flowing mel-
ody that seems to breathe boundless joy and contentment. Most obvious is the six-
note turn immediately following the first note of the theme. This will be found per-
vasively, both in the foreground and background material. One normally expects a
recognizable second theme in the key of the dominant (in this case, B-flat) in a big
nineteenth-century symphony, but Dvofdk has other ideas. Following considerable
elaboration of the opening material, a mere scrap consisting of a four-note
descending scale fragment serves as the second subject — not in B-flat, but in G-flat
major. But is this new material? Not at all. Dvordk plucks it from that broad first
theme. In fact, the more we examine the movement, the more we realize that virtu-
ally everything derives from the opening measures. (Small wonder Brahms thought
highly of this symphony.)

The sense of symphonic unity continues in the second movement, an Adagio
in C-sharp minor. A sense of deep pathos pervades its outer sections, while the
central episode might almost have come from Wagner's Ring cycle — a passage of
pomp and nobility that recalls the Valhalla motif, retaining even the key in which
that motif first appears in the Ring, D-flat major. Here English horn and harp make
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their appearances — the latter prominently so, a fact worth mentioning as this
instrument was not yet commonly used in a symphony. The perceptive listener will
detect throughout the movement elements carried over from the previous one (for
example the sextuplet turn, or the descending scale fragments). Following the
symphony’s premiere in 1874, the critic Ludevit Prochdzka proclaimed that “it is
here [in the Adagio movement) that the composer opens up what is deep inside
him and seizes our whole being. The sublime ascent of this movement with its sec-
ond motif in C sharp major, evolving organically from the first, recalls the greatness
of the spirit of Beethoven.”

The exuberant finale, in more-or less sonata-rondo form, adds piccolo and
tuba. The main theme fairly exults in the joy of life. American composer Jonathan
Kramer described the movement as “a study in the consequences of a simple, two-
note figure [that] pervades the piece in many guises.”

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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Born in Tokyo, Karen Gomyo began her musical career in Montréal and New York, She
studied under Dorothy Delay at Juilliard School. Highlights of recent seasons have includ-
ed her subscription debuts with New York Philharmonic, Pittsburgh Symphony, Orquesta
Nacional de Espafia, Czech Philharmonic, and Orchestra dellAccademia Nazionale di
Santa Cecilia. Karen also returned to Los Angeles Philharmonic, Orchestre Philharmo-
nique de Radio France, and WDR Sinfonieorchester Kéln. Karen’s 2023/24 season
engagements include her debuts with Gewandhausorchester Leipzig and National Sym-
phony Orchestra of Ireland. She also appears with Mozarteumorchester Salzburg, BBC
Phitlharmonic, Vancouver Symphony, and Dallas Symphony. As a passionate chamber
musician, Karen has performed with artists such as Olli Mustonen, Leif Ove Andsnes,
James Ehnes, Daishin Kashimoto, and Emmanuel Pahud.
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Program notes by Robert Markow

Bruch:
Violin Concerto No.1 in G minor, op.26

I Vorspiel: Allegro moderato
I Adagio
Il Finale: Allegro energico

Max Bruch: Born in Cologne, January 6, 1838; died in Friedenau, near Berlin,
October 2, 1920

Max Bruch is remembered by concertgoers today on the strength of just two
or three works (Kol Nidrei for cello and orchestra, the Scottish Fantasy for violin
and orchestra, and of course the First Violin Concerto in G minor), but we of the
twenty-first century have largely forgotten that Bruch was highly regarded in his
day, especially for secular choral music.

Bruch was born in Cologne and remained most of his life in Germany, travel-
ing extensively throughout the country. His career embraced more than seven
decades, and peaked in 1891 when he was appointed professor of composition at
the Berlin Academy, a post he held for nearly twenty years. The general lack of
attention paid to Bruch today may be explained by Sir Donald Francis Tovey: “He
was the type of artist universally accepted as a master, about whose works no con-
troversy could arise because no doubt was possible as to their effectiveness and
sincerity.”

Bruch began working on his First Violin Concerto in 1857 but put it aside for
nine years. It was taken up again and completed in 1866. Otto von Kénigslow per-
formed the work on April 24, with the composer conducting. But Bruch was not
satisfied with the concerto; after some revisions, he submitted it to the famous vio-
linist Joseph Joachim for comment. Joachim suggested numerous changes, but
rejected the composer’s opinion that, because of the free-form first movement, it
would be better entitled a fantasy than a concerto. Joachim wrote: “The designa-
tion concerto is completely apt. Indeed, the second and third movements are too
fully and symmetrically developed for a fantasy. The separate sections of the work
cohere in a lovely relationship, and yet — and this is the most important thing —
there is adequate contrast. Moreover, Spohr entitled his Gesangszene a concerto!”
The final version was first heard in Bremen on January 7, 1868. Nearly forty years
later, Joachim still ranked the concerto as one of the four greatest of the nineteenth
century, alongside those of Beethoven, Mendelssohn and Brahms, noting that
Bruch’s was “the richest, the most seductive.”

The composer himself had these comments to make regarding his interest in
the violin: “In my youth I studied the violin for four or five years. -+ The violin
seemed to me even at that time the queen of instruments. -+ I was destined by
nature to write compositions for the voice, and I always studied singing with spe-
cial interest and have associated largely with singers. This tendency has, of course,
also been displayed in my violin works.”
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The first movement, marked “Vorspiel” (Prelude), does not follow the stan-
dard sonata-allegro form. Nevertheless, its dark undercurrent of passion and drama
serves to maintain interest. A brief cadenza precedes the orchestral transition to the
second movement, the emotional heart of the concerto. Here we find three distinct
themes, some of the loveliest and most lyrical in the violin repertory. A vigorous,
energetic orchestral passage introduces the third movement. The soloist enters with
a full statement of the gypsy-like theme, played with virtuosic flair across all four
strings of the instrument. It has been suggested that Brahms had this movement in
mind when he composed the finale of his own violin concerto. A more expansive
and lyrical second theme alternates with the first, and the movement builds to an
exciting, brilliant conclusion.

Bruckner:
Symphony No.4 in E-flat major, WAB104, “Romantic”

(Korstvedt: 1878/80)

I Bewegt, nicht zu schnell

I Andante quasi Allegretto

Il Scherzo: Bewegt

IV Finale: Bewegt, doch nicht zu schnell

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

As a composer of “absolute” (i.e., non-programmatic) music, Bruckner repre-
sents the conservative trend in late nineteenth-century symphonic writing. Aside
from the unfinished Ninth, each of his symphonies is in four movements, mostly in
standard order. Aside from the last two, they require only an average-sized orches-
tra and, aside from the Fourth, have no extra-musical associations.

Nature imagery and knightly tales of yore fascinated the nineteenth-century
Romantics. Bruckner described the opening of his Fourth Symphony as follows: “A
citadel of the Middle Ages. Daybreak. Reveille sounds from the tower. The gates
open. Knights on proud chargers leap forth. The magic of nature surrounds them.
Forest murmurs. Bird songs.” The dark, mysterious German forests, filled with the
magical calls and echoes of homs, held a special place in the hearts of German
romantic writers, and it is no accident that the tone poetry of Bruckner's Romantic
Symphony gives special prominence to the horn section: note the opening theme
of the first movement, the sweeping lyrical lines in the second, the hunting calls in
the third, and in the Finale, again the first main theme, plus reminiscences of the
previous three movements.

The composer himself considered the Fourth to be the “most understandable”
of his symphonies, an opinion history has supported in this work’s continuing popu-
larity. The Fourth’s popularity persists to this day, dating from the first performance
on February 20, 1881 with the Vienna Philharmonic conducted by Hans Richter.
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Keeping track of the various versions of the symphony and editions of each
amounts to a small industry. The version Jakub HrtSa conducts at this concert is a
newly edited score prepared by the American musicologist Benjamin Korstvedt.
Listeners with even just a casual acquaintance with this symphony will recognize
that the Finale, designated by Bruckner himself as the “Volksfest” (Folk Festival)
movement, is radically different from what they already know — so different in fact
as to constitute almost a new movement. Bruckner soon discarded it in favor of the
one we are now familiar with, but it is always fascinating to explore a composer’s
alternative ideas. The other major difference in Korstvedt’s edition is a 26-bar pas-
sage shortly before the climax of the slow movement, a passage Bruckner cut
before the score was published in 1881. There are additional minor changes in the
first and third movements. Avid Brucknerians can read Korstvedt's detailed com-
mentary in the notes accompanying Jakub Hrisa’s recording of this edition with the
Bamberg Symphony, released in 2021.

The symphony opens with a distant horn call, played over a background of
shimmering strings. Woodwinds pick up the theme. The music slowly unfolds in
Bruckner’s special, majestic manner. This broad opening of remarkable breadth
takes fifty bars to reach the first grand climax, which is marked by the composer’s
favorite rhythmic pattern: a duplet followed by a triplet. The second theme, in the
warm and mellow key of D-flat major, combines a chirping birdlike figure (violins)
with a flowing countermelody in the violas. These musical motifs, plus various epi-
sodes (notably brass chorales) form the material from which Bruckner erects a vast
cathedral in sound. Thematic inversions, elongations, fragmentations and sequenc-
es (motifs played at successively higher or lower pitch levels), extended crescendos,
and all sorts of contrapuntal techniques are employed with great resourcefulness.
The movement ends with a thrilling projection of the initial horn call, now heard in
unison fortissimo by the entire horn section.

The second movement is, characteristically for Bruckner, solemn, slow and
meditative. A mood of nostalgic reverie pervades. Echoes of a distant past (horn,
woodwinds) punctuate the two principal themes, each heard initially in the somber
colors of mid-range strings (cellos for the first, violas for the second) while violins
accompany with slow, treading figures. A long, broadly-conceived coda brings the
movement to a glorious climax, from which it subsides into nothingness.

Shimmering strings return to usher in the Scherzo, which features the horn
quartet in its romantic association with the hunt. A second, more relaxed theme is
entrusted to the strings. The two themes mix and combine in varied patterns. At its
height, the music rushes forward with incredible vigor and motoric energy. A
restrained, pastoral Trio section takes the character of a Lédndler (a gently flowing
Austrian country dance in triple meter). The Scherzo is then repeated.

The finale is long, complex, and brimming with huge contrasts, from mysteri-
ous murmurs to stentorian outbursts to lovely lyricism, all woven together in
Bruckner’s own inimitable manner.

For a profile of Robert Markow, see page 30.
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