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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste Ber-
lin. After winning the 1st prize at Karajan International Conducting Competition in 1973, he
has appeared with Berliner Philharmoniker, Wiener Philharmoniker, Symphonieorchester des
Bayerischen Rundfunks, Orchestre philharmonique de Radio France, Chicago Symphony, Bos-
ton Symphony, and Orchestre symphonique de Montréal, among others. Currently, he serves
as Honorary Conductor for Life of TMSO, Music Director of Kyushu Symphony, Music Director
of Nagoya Philharmonic, and Special Guest Conductor of Kanagawa Philharmonic.
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Tue. 16 July 2019, 19:00 at Tokyo Bunka Kaikan

151 @ /J \%ﬂj*@ KOIZUMI Kazuhiro, Conductor
FrO @ =H K MIYATA Dai, Violoncello
IVH—hRR9— @ FERESL vaBE Tatsuya, Concertmaster

R+ —7 : F T OFZER O%5 op.104 B.191

Dvorék: Cello Concerto in B minor, op.104 B.191

[ Allegro
I Adagio ma non troppo
I Allegro moderato

K& / Intermission (20 %)

To5—LR  EMEFE2E —RH op73 )

Brahms: Symphony No.2 in D major, op.73

Allegro non troppo
Adagio non troppo
Allegretto grazioso (Quasi Andantino)
Allegro con spirito
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MIYATA Dai

Violoncello
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©Daisuke Omori
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Dai Miyata was born in 1986. After age nine, he won the 1st Prize at all music competitions
he participated in, including the 74th Music Competition of Japan. In 2009, he won the Grand
Prix at the 9th Concours de violoncelle Rostropovitch. He is one of the best young cellist who
attract people's expectation in the present age. Miyata plays Antonio Stradivari “Cholmonde-
ley* 1698 (Loaner: Ueno Fine Chemicals Industry) .
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Program notes by Robert Markow
Dvorak:
Cello Concerto in B minor, op.104 B.191

I Allegro
II Adagio ma non troppo
I Allegro moderato

Antonin Dvordk: Born in Mthlhausen (near Prague), Bohemia (today Nelahozeves,
Czech Republic), September 8, 1841; died in Prague, May 1, 1904

Because of the cello’s somber tone quality and generally low range, it was
generally considered to be unsuitable for solo work in combination with the
large, late-nineteenth-century orchestra. This was not a problem for eighteenth-
century composers like Vivaldi, Haydn and Boccherini, whose orchestras of
about twenty or thirty musicians (often strings only) played in small halls.
Dvordk’s magnificent B-minor Concerto changed this notion.

Dvorédk actually made two attempts at writing a cello concerto. The first
was at age 23, at the outset of his career. He never orchestrated this concerto.
Thirty years later, when he was nearing the end of a distinguished career, he
reconsidered the medium when he heard Victor Herbert’s Second Cello Concerto
in E minor in Brooklyn. At the time, Dvofdk was finishing up a three-year stint as
director of the National Conservatory in New York (1892-95), and Herbert (the
same Herbert of operetta fame — Babes in Toyland, Naughty Marietta, etc.)
was principal cellist of the Metropolitan Opera Orchestra. Dvotdk was deeply
impressed with Herbert’s ability to juxtapose the sound of the solo cello with a
large orchestra, and his means of solving the treacherous balance problems.
Stimulus to take up the challenge himself came from another source as well, also
a cellist. This was Hanu§ Wihan, a close friend of Dvotdk and the finest cellist in
Bohemia. Dvotdk wrote his Cello Concerto for Wihan, who was also to have
given the premiere that took place on March 19, 1896 with the composer con-
ducting the London Philharmonic, but due to a conflict of dates and a misunder-
standing over scheduling, Wihan had to withdraw. Leo Stern played the premiere
instead, but the concerto’s dedicatee did eventually perform the work.

Like many of Dvordk’s best large-scale works, the Cello Concerto brims
with melodic invention of the highest order. The first movement’s principal
theme, announced at the outset by clarinets (plus bassoons in the third bar),
proves to be not only memorable in itself but capable of almost infinite develop-
ment and transformation by both orchestra and soloist. Dvofédk himself said of
the second theme, heard initially in the solo horn, that “I am always moved when
[ play it,” and critic Donald Tovey thought it “one of the most beautiful passages
ever written for the horn.” Yet when the solo cello plays it sometime later, it
seems to embody the very soul of that instrument, and when the orchestra takes
over the theme it again seems perfectly conceived for that medium in full sym-
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phonic panoply.

The second movement, in ternary (ABA) form, is more subdued, though no
less replete with exquisite lyricism. Biographer Otakar Sourek describes it as a
“hymn of deepest spirituality and amazing beauty.” The central episode has
autobiographical significance. When Dvorak learned that Josefina Kaunitzova, a
youthful flame of his, was seriously ill, he incorporated into the slow movement
one of Josefina’s favorite pieces, a song he had written years before (“Leave me
alone,” Op. 82, No. 1). A short, stormy introduction in G minor leads into a melo-
dy of ravishing sweetness sung by the solo cello, and decorated with a filigree of
arpeggios by the violins.

The strongly rhythmic character of the rondo finale’s principal theme sug-
gests a Bohemian dance. Dvorédk considered the concerto complete when he left
New York in the summer of 1895. But back in his native land, he revised the fina-
le to include a gentle, autumnal epilogue of some sixty bars that was based
largely on the same song he had used in the second movement. Most believe that
this was done as a gesture in honor of Josefina, who died on May 27 of that year,
but this has not been unequivocally proven. The concerto seems headed for a
quietly reflective ending, but with the cello perched on a trill on high B, the clari-
nets, then muted horn, bring us out of the reverie with a reference to the concer-
to’s opening moments, and the work moves swiftly to a brilliant conclusion.

Brahms:
Symphony No.2 in D major, op.73

I Allegro non troppo
I Adagio non troppo
I Allegretto grazioso (Quasi Andantino)
IV Allegro con spirito

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

After the massiveness and severity of Brahms’s First Symphony, the idyllic,
pastoral Second, with its wealth of singable melodies, made a strong popular
appeal. Whereas Brahms had toiled for twenty years over his First Symphony,
the Second was written in the space of a mere three months during the summer
of 1877 — one year before and in the same place (the Worthersee) as the
Violin Concerto. The warmly lyric and relaxed character, the gracefulness of the
many melodies, and a positive outlook are all attributable in some measure to
the charms of the south Austrian countryside. In its pastoral quality, many lis-
teners find a parallel to Beethoven’s Sixth Symphony which, like Brahms’s
Second, followed a grim, darkly serious and heroic symphony in C minor.
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Brahms completed the symphony at Lichtenthal near Baden-Baden in
October. The first performance was given by the Vienna Philharmonic, led by
Hans Richter, on December 30, 1877. Although the Viennese liked it, the sym-
phony rode a rocky course towards critical acceptance in other cities. One
smiles in amusement to read that, for example, in Leipzig, which first heard the
symphony in 1880, a critic felt it was “not distinguished by inventive power.”
Two years later, in Boston, the Post called it “coldblooded” and the Traveler
proclaimed that the symphony lacked “a sense of the beautiful.” So much for the
perspicacity of critics!

Right from the very opening notes, the listener is caught up in the sympho-
ny’s gentle, relaxed mood. The first two bars also provide the basic motivic
germs of the entire movement and for much of the material in the other move-
ments as well. The three-note motto in the cellos and basses and the following
arpeggio in the horns are heard repeatedly in many guises — slowed down,
speeded up, played upside down, buried in the texture or prominently featured.
All the principal themes of the movement are derived from these motto-motifs.
The second theme is one of Brahms’s most glorious, sung by violas and cellos as
only these instruments can sing.

The second movement is of darker hue and more profound sentiment. The
form is basically an A-B-A structure, with a more agitated central section in the
minor mode. Throughout the movement, the listener’s attention is continually
focused as much on the densely saturated textures as on the themes.

The genial, relaxed character returns in the third movement, not a scherzo
as Beethoven would have written, but a sort of lyrical intermezzo, harking back
to the gracious eighteenth-century minuet. The forces are reduced to almost
chamber orchestra levels, and woodwinds are often the featured sonority. This
movement proved so popular at its premiere that it had to be repeated.

The forthright and optimistic finale derives heavily from the melodies of
the first movement, though as usual with Brahms, this material is so cleverly dis-
guised that one scarcely notices. The coda calls for special comment. Brahms
usually made scant use of trombones and tuba, writing for these instruments
with skill but also with reserve. Yet from time to time he calls upon them for
stunning effects, and one such moment occurs in the Second Symphony’s coda,
a passage as thrilling for audiences as it is for trombonists, every one of whom
looks forward to a role in bringing this joyous work to its blazing D-major con-
clusion.

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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Alan Gilbert is Principal Guest Conductor of TMSO, Conductor Laureate of Royal Stockholm
Philharmonic, and Director of Conducting and Orchestral Studies at Juilliard School. He will
be inaugurated as Principal Conductor of NDR Elbphilharmonie Orchester in September 2019.
Gilbert was Music Director of New York Philharmonic between 2009 and 2017. He makes
regular guest appearances with orchestras including Berliner Philharmoniker, Royal Concert-
gebouw Orchestra, Sachsische Staatskapelle Dresden, Orchestre de Paris, Cleveland Orches-

tra, and Boston Symphony. He has appeared at Metropolitan Opera, Oper Zdrich, and Royal
Swedish Opera, among others.
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Thu. 25 July 2019, 19:00 at Suntory Hall

1518 @ 7 =>/-F)U/N—K Alan GILBERT, Conductor
IV —hIRI— @ FKEBESL vaBE Tatsuya, Concertmaster
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Mozart: Symphony No.38 in D major, K.504 "Prague”
I Adagio - Allegro
I Andante
I Presto

AE8 / Intermission (20 9)
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Bruckner: Symphony No.4 in E-flat major, WAB104 "Romantic’
(Nowak: 1878/80 version)

[ Bewegt, nicht zu schnell

I Andante quasi Allegretto

Il Scherzo: Bewegt

IV Finale: Bewegt, doch nicht zu schnell
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Program notes by Robert Markow

Mozart:
Symphony No.38 in D major, K.504 "Prague”

I Adagio - Allegro
I Andante
I Presto

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

In 1781, Mozart moved out of the oppressive court life of his native
Salzburg and went to Vienna in search of a more congenial atmosphere in which
to pursue his career. For a short time things went well, but by 1787, he had
already passed the peak of his popularity with the fickle Viennese public. In
nearby Prague, however, he found a musical community awaiting him with open
arms. His latest opera, The Marriage of Figaro, had opened there in early
December, 1786 (seven months after its Viennese premiere), and the city was
clamoring for a visit by the composer. Responding to a direct invitation from a
Count Johann Thun, Mozart made the first of four visits to this city in January of
1787. On January 19, he conducted his latest symphony there.

The Prague Symphony is the grandest symphony Mozart had written to
date. All three of its movements are laid out in fully developed sonata form (a
rarity in any age, especially Mozart’s). Then there is that imposing slow introduc-
tion, a feature found in only two other Mozart symphonies (No. 36, Linz and No.
39 in E-flat) — a passage so full of grand flourishes, solemn moods, dramatic
tensions, startling contrasts and excursions into remote harmonic regions that is
seems to encompass a whole musical world within its thirty-six bars alone.

The great expectations aroused by the introduction are fulfilled. The motiv-
ic complexity of the first movement alone is quite extraordinary. Instead of begin-
ning the Allegro with a principal theme, Mozart presents the ear with an entire
complex of short motifs, nearly all of which play important roles in the move-
ment’s architectural framework. In just the first eight bars alone there are four
ideas, each two bars long: The development section is so intricate in its poly-
phonic density that Mozart had to work it out in preliminary sketches, one of the
few cases in his entire output where this was necessary.

The central slow movement combines serene grace and beauty with seri-
ous musing and dark shadows. Its prevailing mood is that of a profound reverie,
with moments of poignant chromaticism and precipitous plunges into bold new
tonalities occasionally disturbing the surface tranquility. So exquisitely balanced
are the elements of this music that it has been compared to the blueprint for a
great novel. Biographer Alfred Einstein comments that “this is no longer a mere
intermezzo between two animated movements; it has its own inner animation,
and it embodies the most complete combination of a singing quality and a poly-
phonic character.”
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The scintillating finale trips along in high spirits and nervous excitement.
Contributing to the headlong momentum are frequent, dramatic contrasts of
instrumental choirs (strings and winds) and dynamics (loud and soft); brilliant
contrapuntal displays; and the prominent use of syncopation as a structural ele-
ment in itself, beginning right in those opening bars which so closely resemble
the sprightly, breathless dialogue between Susanna and Cherubino (“Aprite pres-
to”) in Act II of The Marriage of Figaro, where Cherubino is preparing to jump
out the window to escape the approaching count). Thus ends one of the most
varied and highly expressive symphonies of the entire eighteenth century.

Bruckner:
Symphony No.4 in E-flat major, WAB104 "Romantic’
(Nowak: 1878/80 version)

I Bewegt, nicht zu schnell

II 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
represents 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 orchestra and, aside from the Fourth, have no extra-musical associations.

The Fourth is Bruckner’s only symphony with a subtitle. Hence, the quasi-
programmatic “romantic” impulse in this symphony calls for comment. We must
not interpret this strain of romanticism as passion or love. Rather, Bruckner is
evoking the sounds of his Austro-German predecessors — Weber, Schubert and
Schumann in particular — who often portrayed in their music a sense of mys-
tery, fantastical mental landscapes, and dreamy visions, which in turn were fre-
quently inspired by literary models.

Nature imagery and knightly tales of yore also 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 na-
ture surrounds them. Forest murmurs. Bird songs.” The dark, mysterious German
forests, filled with the magical calls and echoes of horns, 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 sec-
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tion: 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.

It should be noted that Bruckner added the subtitle “Romantic” only after
the work had been completed, but the appellation has served a worthy cause —
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 first performance of the edition Alan Gilbert conducts with the TMSO
(Nowak, 1878/1880; there exist several others) took place to great success on
February 20, 1881 with the Vienna Philharmonic conducted by Hans Richter.

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 episodes (notably brass chorales) form the material from which Bruckner
erects a vast cathedral in sound. Thematic inversions, elongations, fragmenta-
tions and sequences (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 som-
ber 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 nothing-
ness.

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 Ldndler (a gently flow-
ing Austrian country dance in triple meter). The Scherzo is then repeated.

The finale is long, complex, and brimming with huge contrasts, from mys-
terious murmurs to stentorian outbursts to lovely lyricism, all woven together in
Bruckner’s own inimitable manner. The coda presents the composer at his most
grandiose, described by musicologist Michael Steinberg as “a journey in grandly
confident strides across huge territories of the harmonic universe, surely paced,
magnificently scored, and attaining a proud sense of arrival and affirmation.”

For a profile of Robert Markow, see page 12.
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