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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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1518 @ /\RFH  Kazuhiro KOIZUMI, Conductor
IV —hRIRI— @ UJZFEE Tomoshige YAMAMOTO, Concertmaster

T —N)VT BHOSNTER opd Gow

Schénberg: Verklarte Nacht, op.4

K& / Intermission (20 %)
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Brahms (arr. by Schénberg): Piano Quartet No.1 in G minor, op.25 (Orchestral version)
I Allegro
I Intermezzo. Allegro ma non troppo

I Andante con moto
V. Rondo alla zingarese. Presto
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Program notes by Robert Markow

Schoenberg:
Verklarte Nacht (Transfigured Night), Op.4

Arnold Schoenberg: Born in Vienna, September 13, 1874; died in Los
Angeles, July 13, 1951

Drenched in romanticism and hyperemotional expressivity, Schoenberg’s
tone poem Transfigured Night is, after more than a century, still his most pop-
ular work. It is the direct descendent of Wagner’s opera Tristan und Isolde,
both in its musical language and its subject matter. And if you want to be tech-
nical about such matters, it is actually nineteenth-century music as well, com-
posed in the penultimate year of the nineteenth century (1899).

Transfigured Night was Schoenberg’s first major score, and his first
mature music. He originally wrote it as a sextet for two violins, two violas,
and two cellos. Most of the work was done in a three-week period during the
summer of 1899; numerous small details were adjusted over the next few
months, and the score was in its final form by December 1. The first perfor-
mance was given by the Rosé Quartet and two additional musicians in
Vienna on March 18, 1902. In 1917, Schoenberg expanded the scoring for
string orchestra, in which form he himself conducted the first performance in
Vienna two years later. Then, in 1943, he revised the string orchestra version
into the form we usually hear it today by moderating some of the perfor-
mance directions and pruning some of the more densely scored passages.
Most listeners agree that the fuller sonorities of a string orchestra heighten the
emotional intensity of the music.

Transfigured Night is one of the very few examples of chamber music
to incorporate programmatic elements. Schoenberg’s score is a musical depic-
tion of a poem of the same title by Richard Dehmel (1863-1920), a leading
German poet and playwright of his day. The story involves a pair of lovers
walking through the woods in the cold moonlight. The woman has a terrible
confession to make: she is with child, but not by him. She had earlier sought
emotional fulfillment in sensuality and in childbearing. But this former lover
was a stranger, and deceived her. The man she now walks with in the moon-
lit woods assures her the child will be no burden; his true and deep love for
the woman will make the child as his own. A strange radiance fills the night
air while the warmth of the couple’s love transforms the child from “hers” into
“theirs.” The two mortals continue walking in the exalted brightness of the
transfigured night.

The layout of Schoenberg’s score follows the five stanzas of Dehmel’s
poem, though there is no formal division into separate sections. Three pas-
sages of “walking music” (the first and third sections are relatively brief; the
fifth is more extended) alternate with “speaking music” (second section for
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the woman as she explains her plight, fourth section for the man as he
assures her he will accept the child as his own). Listeners will have no diffi-
culty in identifying each appearance of the “walking music,” heard initially in
the opening moments of the score as a gravely plodding, descending figure.
In addition to the “walking” motif, Schoenberg introduces, develops, frag-
ments, combines and recombines numerous other melodic ideas in a process
of continuous transformation he learned from Wagner and Liszt.

Brahms (arr.by Schoenberg):
Piano Quartet No. 1 in G minor, op. 25 (Orchestral version)

I Allegro

II Intermezzo. Allegro ma non troppo
I Andante con moto

IV Rondo alla zingarese. Presto

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

So indelibly has Arnold Schoenberg become identified in the public con-
sciousness as a radical, an innovator, and a revolutionary, that to associate him
with a basically conservative composer like Brahms seems downright incongru-
ous. Yet, upon some consideration, we find that such a meeting of these two
musical minds is not so improbable after all, but in fact a continuation of the
grand tradition of Austro-German music extending from Bach through Mozart,
Beethoven, Schubert, Wagner, Brahms and Richard Strauss. Schoenberg further
believed that Brahms was no conservative, and wrote an essay in 1933, which
he published in revised form in 1947 as “Brahms the Progressive,” noting such
forward-looking aspects in his music as the extensive use of variation proce-
dures, metrical asymmetry, unity achieved through development of motivic
fragments, and lack of tonality in certain passages - all characteristics found
extensively in Schoenberg’s own music.

Schoenberg orchestrated Brahms’s G-minor Piano Quartet during the
spring and summer of 1937 while living in America. The first performance took
place on May 7, 1938 with the Los Angeles Philharmonic conducted by Otto
Klemperer.

Schoenberg was indeed a master orchestrator, but his belief that he had
transcribed Brahms’s sound for the orchestra, and that he had held true to his
intention “to remain strictly within the style of Brahms and not go further than
he himself would have gone” can be discredited. For one thing, Schoenberg’s
orchestration includes a number of instruments Brahms never used: English
horn, E-flat clarinet, bass clarinet, glockenspiel, and xylophone. Woodwinds
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are employed in threes, whereas Brahms used only pairs. (The opening bars,
for instance, are scored for E-flat, B-flat and bass clarinet in octaves.) Other
instruments are used more generously than Brahms was wont to, particularly
piccolo, trombones, cymbals and triangle. Schoenberg gives trumpets and
horns melodic lines of a kind Brahms would never have written, since the lat-
ter composer steadfastly wrote only for the natural, valve-less instruments
with their true, open notes restricted to those of the harmonic series.

In a Brahms orchestral work, one is never aware of a sense of virtuosity
at play. But in Schoenberg’s transcription, virtuosity is apparent throughout;
one almost could dub the G-minor Piano Quartet a “Concerto for Orchestra.”
His transcription is a veritable tour de force of orchestral mastery that daz-
zles with a brilliance Brahms never dreamed of, especially in the exuberant,
gypsy-inspired finale. Schoenberg was justly proud of his achievement, and
liked to think of the result as Brahms’s Fifth Symphony.

“Expansive” is a word often invoked to describe the first movement. It
contains a wealth of thematic, motivic and rhythmic ideas, all welded into a
musical structure and unified by the four-note motif that opens the work. The
grandeur of the spacious opening subject (spread out over twenty measures
and containing two distinct ideas in itself) is counterpoised with the soaring
lyricism of the second in D minor, initially heard in the cellos, then in the vio-
lins, then woodwinds. One of the oft-remarked peculiarities of this movement
is that although it is technically in G minor, a surprisingly large portion lies in
the contrasting tonality of D major/minor - nearly 75%. “The movement is
never untroubled,” writes Brahms scholar Malcolm MacDonald, “continually
questioning its own premises; and no comforting answer is found, for the
coda, beginning hopefully with sweet tranquillo writing for strings alone, blaz-
es up in a passion only to gutter out quietly in implied frustration.”

Brahms had originally intended to call the second movement a Scherzo but
decided that Intermezzo would be more appropriate, rightly so in view of its
moderate tempo, subdued nature, wistful tone and veiled colors. The central
Trio in A-flat major is more animated and sports brighter colors while retaining
the characteristic rhythmic pattern of the Intermezzo (short-long-short-long-long).

The emotional heart of the Quartet is the magnificent slow movement,
written in the “heroic” key of E-flat major. Long-arching melodic lines, a warmly
romantic atmosphere and rich sonorities of almost orchestral proportions are fea-
tures of this movement. The mood is interrupted by a march-like section in C
major (traditionally a “military” key) full of “rumbustious good spirits” and which
“works up to a climax that cries out for trumpets and drums” (MacDonald) -
which is precisely what Schoenberg used here in his orchestration.

The rondo-finale “in the gypsy style” incorporates four themes into an
all-out maelstrom of untamed energy and virtuosic effects, complete with a
cadenza (originally for piano, now for clarinet) and a coda replete with daz-
zling pyrotechnical displays.

For a profile of Robert Markow, see page 30.
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Michiyoshi Inoue was born in Tokyo in 1946. His 1st prize at Guido Cantelli Conducting Com-
petition brought him attention of international music scene, and he has been a familiar face
on podiums all over the world ever since. Inoue was formerly Principal Guest Conductor of
New Zealand Symphony, Music Director of New Japan Philharmonic, Music Director of Kyoto
Symphony, Principal Conductor of Osaka Philharmonic, and Music Director of Orchestra En-
semble Kanazawa (OEK). Currently he is Conductor Laureate of OEK.

5/18 C Series

19



20

$927[0 FHEERCI—X

Subscription Concert No.927 C Series ‘
| SRS Y — R

2021608 1 8t 1200882

Tue. 18 May 2021, 14:00 at Tokyo Metropolitan Theatre

518 @ H B3  michiyoshi INOUE, Conductor
1A @ it F2E Ayana TsUJL, Violin
LAY @ BFLEE  vuka ISHIMARU, Organ
VY- YRS — @ KIBEDL Tatsuya YABE, Concertmaster

B4 N\UIEZE (NT—R) e

Satie: Parade

o= -2V T7AF ) ipEEEEE 3 8 0528 op61 299

Saint-Saéns: Violin Concerto No.3 in B minor, op.61

[ Allegro non troppo
I Andantino quasi allegretto
I Molto moderato e maestoso - Allegro non troppo

A28 / Intermission (20 %)

U=t -2 R ZZEME 3 & /G op78 (FILAVR) Gen
Saint-Saéns: Symphony No.3 in C minor, op.78, “Organ”

I Adagio - Allegro moderato
Poco adagio

I Allegro moderato
Maestoso - Allegro
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Ayana TSUJI
Violin
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TNTL1B Joannes Baptista Guadagnini 1748,

Ayana Tsuji is one of the most promising young violinists of Japan. She won the 1st prize at
2016 Concours musical international de Montréal. Ayana graduated from Tokyo College of
Music, where she has studied with Kenji Kobayashi, Toshiko Yaguchi, Kimiko Nakazawa,
Machie Oguri, Koichi Harada, and Régis Pasquier. She has performed with orchestras such as
Orchestre symphonique de Montréal, Orchestre de la Suisse Romande, Vietnam National
Symphony, NHK Symphony, and Yomiuri Nippon Symphony. Ayana plays on the Joannes
Baptista Guadagnini 1748, generously on loan from NPO Yellow Angel.
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Yuka ISHIMARU

Organ
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Program notes by Robert Markow

Satie:
Parade

Erik Satie: Born in Honfleur (near Le Havre), May 17, 1866; died in Paris, July
1, 1925

Erik Satie was one of the great eccentrics of music history. He designat-
ed his first published work “Opus 62,” he founded a religious sect of which he
was the sole member (Metropolitan Art Church of Jesus Conductor), and he
decided at age 40 he needed to return to school for more musical education.
Satie was also a man brimming with contradictions: he was a bohemian yet
dressed like a dandy; he held a genuine affection for things medieval, includ-
ing Gregorian chant long before it became fashionable, yet had a strong
impact on the course of music history in France; his compositions, many of
which bear whimsical or nonsensical titles (Three Pieces in the Form of a
Pear, Flabby Preludes, Cold Pieces, etc.), are often imbued with mirth, frivoli-
ty and even vulgarity, but the composer was totally serious about his avowed
purpose to bring music down from its dignified pedestal. Stravinsky described
him as the oddest person he had ever known.

On May 29, 1913, Stravinsky’s epochal ballet score Le Sacre du print-
emps, danced by Diaghilev’s Ballets russes, exploded from the stage of the
Théatre des Champs-Elysées. Almost exactly four years later, another musical
bomb involving Diaghilev’s company and an equally illustrious cast of collab-
orators went off at a nearby Parisian theater. This was Satie’s Parade, a bal-
let réaliste in one act to a scenario by Jean Cocteau, choreography by
Léonide Massine and curtain, sets, and costumes by Picasso. Ernest Ansermet
conducted the performance at the Théatre du Chatelet on May 18, 1917.
Nearly every aspect of this work was revolutionary, from the Cubist costumes
and stage designs to the unconventional choreography to the musical score,
which, in addition to other innovations, incorporated typewriters, Morse code,
sirens, gunshots and other “realistic” noises. The audience was scandalized,
the critics had a field day, and Satie retaliated in a manner that brought him a
suspended jail sentence.

Satie attempted in Parade to create the musical equivalent of Picasso’s
Cubist decor “by piling up his lyrical phrases into a structure, much as if they
were cubes or cones,” explains David Ewen, “and placing the phrases into
fresh and at times unusual relationships.” The title refers to the “parade” of
characters shown by their managers outside the tent of a traveling entertain-
ment company to a potential audience. (One of Seurat’s paintings depicts the
same scene.) But the audience mistakes the parade for the real thing, much to
the managers’ frustration, which is portrayed in their wild dance near the end.
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Cocteau likened the scenario to a Punch and Judy show. The fifteen-minute
ballet includes numbers for a Chinese magician; a little American girl who
conjures up visions of a horse race, a bicycle ride, Charlie Chaplin, ragtime
and other aspects of 1920s America, and acrobats.

Saint-Saéns:
Violin Concerto No.3 in B minor, 0p.61

I Allegro non troppo
I Andantino quasi allegretto
I Molto moderato e maestoso - Allegro non troppo

Saint-Saéns: Born in Paris, October 9, 1835; died in Algiers, December 16,
1921

It is common knowledge that Mozart was a child prodigy, but few peo-
ple realize that Saint-Saéns was every bit Mozart’s equal and then some in this
respect. At the age of three he was playing tunes on the piano; at five he was
reading full orchestral scores; at ten he gave his piano debut recital. On and
on go the astounding statistics. He composed prolifically and easily, with more
than three hundred compositions to his credit. His exceptionally long life
(1835-1921) stretched across several generations of composers. (How many
other men could claim to have personally known both Berlioz and Stravinsky?)
He had perfect pitch and perfect memory, could sightread anything, wrote
lively criticism, dazzled audiences at the piano and the organ, and allied him-
self with progressive composers like Wagner and Liszt, at least at the begin-
ning of his career. In 1908 Saint-Saéns became the first famous composer to
write music specifically for a film (L’Assissinat du Duc de Guise). In addition
to music, Saint-Saéns could claim expertise in archeology, astronomy, botany,
geology, lepidopterology (moths and butterflies), mathematics, philosophy and
poetry. Quite a man, this Saint-Saéns!

Saint-Saéns excelled in a specific style, and he did it supremely well. A
sense of effortlessness and natural facility pervades his music. He composed
“as naturally as a tree produces apples,” to quote the man himself. His cata-
logue includes eight compositions for solo violin and orchestra: five brief
showpieces (including the well-known Havanaise) and three concertos.

The B-minor concerto is so idiomatically written for the soloist and dis-
plays such an easy fluency that it is almost certain that the composer incorpo-
rated advice from the great Spanish violinist Pablo de Sarasate (1844-1908),
who gave the first performance on October 15, 1880 in Hamburg. Among the
more notable of the many felicitous moments in the work, one can point to
the opening theme played by the soloist in the violin’s low range, where its
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tone is at its richest and most expressive; the spectacular series of arpeggios
that close the movement and take the soloist ever higher into the strato-
sphere; the elegant and languid barcarole tune sung by the soloist in the slow
movement ( “like the echo of a song wafted across the expanse of a peaceful
lake from a little boat drifting idly, with its freight of youth, toward the setting
sun,” in the words of the English biographer Watson Lyle); the haunting effect
at the end of the movement where the violin plays slow arpeggios in harmon-
ics two and three octaves above a clarinet in its chalumeau (low) register; the
dramatic recitative for violin and orchestra that opens the finale; the
movement’s wide-ranging catchy, impeccably written principal theme in the
gypsy style; and the soloist’s varied developments of the chorale-like theme
that is first presented by the orchestra’s full violin section.

Saint-Saéns:
Symphony No.3 in C minor, op.78, “Organ”

I Adagio - Allegro moderato
Poco adagio

I Allegro moderato
Maestoso - Allegro

For grandeur, majesty and sheer tonal opulence, few symphonies can
stand beside the Third of Saint-Saéns. The prominent contribution from the
organ, the “King of Instruments,” provides an additional measure of imposing
sonority to the work. Yet this symphony is an anomaly in the composer’s oeu-
vre. First, it is the only one of his five symphonies to achieve any lasting rep-
utation. Saint-Saéns is not much regarded as a “symphonist,” and were it not
for the Organ Symphony, he would have no more importance in this field
than Fauré or Gounod. (Saint-Saéns also left two more numbered and two
unnumbered symphonies, all written many years before the Third.) Second,
there exists virtually no French symphony upon which Saint-Saéns could
have modeled his Third in terms of spaciousness and grandness of design.
The last really great French symphony had been Berlioz’” Symphonie fantas-
tique (1830), which relied heavily on programmatic elements; these are total-
ly lacking in Saint-Saéns’ symphony. Hence, the Organ Symphony was really
the first in a line of grand French symphonies that bore fruit from Franck,
d’Indy and Chausson among others. And third, there is little in Saint-Saéns’
other music to prepare us for this symphony’s monumentality and its undis-
guised attempts to “wow” the audience. Saint-Saéns generally conformed to
the stylistic traits of much French music - charm, elegance, restraint, plus the
transparent scoring, clean outlines and consummate craftsmanship of a basi-
cally classical orientation. The Organ Symphony has all of this, but it has
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more as well - much more. Critic Michael Steinberg has dubbed Saint-Saéns
the “master of the immense and effortless fortissimo.”

The Third Symphony was written in early 1886 as the result of a commis-
sion from the Royal Philharmonic Society of London. The first performance
took place in St. James’s Hall in London on May 19 of that year. It was a gala
event of course, with the Prince and Princess of Wales (Edward VII and Queen
Alexandra) in attendance. Saint-Saéns conducted his symphony after having
already appeared as soloist in Beethoven’s Fourth Piano Concerto in the same
concert. The public loved the symphony, and critical reception was generally
favorable, though some critics grumbled about its unorthodox design. One
found “a great deal to admire in this glowing orchestral rhapsody,” but declined
to call it a symphony. At the first performance in Paris, Charles Gounod made
his famous comment, “There goes the French Beethoven.”

The score is, appropriately enough, dedicated to Franz Liszt, who died
just two months after the first performance. Liszt never heard the symphony,
but his influence on the younger composer cannot be overestimated. The
entire Organ Symphony is based on the principle of continual transformation
of a “motto” theme, the very principle that Liszt developed in so many of his
own works. This theme makes its first full appearance in the restless series of
short detached notes in the violins, following the slow, mysterious introduc-
tion. The attentive ear will pick out this theme in its rhythmic and coloristic
metamorphoses throughout the symphony - at varying times flowing and lyri-
cal, detached and fragmented, broad and noble, or agitated and restless. The
melodic line is also sometimes altered as well.

Although ostensibly in two large parts, the work conforms basically to a
standard four-movement symphony. The first movement contains a contrast-
ing second theme - a gently swaying line in the violins which serves as a con-
trast to the first - but it is the first theme (the “motto” ) that is mostly devel-
oped. The Adagio movement is ushered in by soft pedal points in the organ,
and unfolds leisurely in a mood of elevated and lofty contemplation. After a
full, extended pause comes the agitated scherzo-like movement, one of
extraordinary energy and drive. Into its nervous principal theme are worked
fragments of original “motto” material (lightning flashes of woodwinds). The
most exultant moments are reserved for the concluding section, announced
by an enormous C-major chord from the organ. Sonic thrills pile up to ever
greater heights, and the symphony ends in a magnificent blaze of C 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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