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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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Sat. 4 September 2021, 14:00 at Tokyo Metropolitan Theatre

518 @ /\SRFtA  Kazuhiro KOIZUMI, Conductor
avH—hv29— @ LUAKE Tomoshige YAMAMOTO, Concertmaster

Ta—N)Ub I SZEHSE 5 & ZROR D4ss @79
Schubert: Symphony No.5 in B-flat major, D485

[ Allegro

I Andante con moto

I Menuetto: Allegro molto

IV Allegro vivace

AE8 / Intermission (20 %)

F A ATAF—  TBE 5 % 1T op.64 @)
Tchaikovsky: Symphony No.5 in E minor, op.64

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

I Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace
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Program notes by Robert Markow

Schubert:
Symphony No.5 in B-flat major, D485

I Allegro

I Andante con moto

I Menuetto: Allegro molto
IV Allegro vivace

Franz Peter Schubert: Born in Vienna, January 31, 1797; died in Vienna,
November 19, 1828

Enchanting, delicious, delicate, exquisite, delightful, graceful and endear-
ing are terms often found in commentaries on Schubert’s Fifth Symphony,
which does indeed seem to capture all the charm and spirit of our idealized
vision of carefree, nineteenth-century Vienna. We know now that most of
Schubert’s own life was anything but carefree, but that does not diminish the
pleasure this symphony proffers. Besides those undisputed masterpieces, the
Unfinished and the Great C-major symphonies, the Fifth is the only other
Schubert symphony to have established a solid place in the repertory.

Schubert conceived this symphony almost as a piece of chamber music.
A small orchestra of amateurs met regularly in the home of Schubert or
another member of his musical circle. This “orchestra,” if we can call it that
by today’s standards, consisted of little more than a family string quartet in
which the composer played viola. Schubert’s Fifth Symphony was first played
by this living-room orchestra in the home of Otto Hatwig, a composer and
violinist from Vienna’s Burgtheater. The event took place in the autumn of
1816, shortly after Schubert completed the symphony, which was written in
about a month. He probably never heard the work again. Both score and
orchestral parts were lost after Schubert’s death and did not resurface until
years later, the score in Berlin and the parts in Vienna. The first known public
performance took place in Vienna’s Josefstadt Theater on October 17, 1841,
conducted by Michael Leitermayer.

It is customary to regard this symphony in light of the classical Viennese
world of Haydn and Mozart, who wrote their last works a generation or more
before Schubert. In the words of musicologist Mosco Carner, it “is a work in
which Haydn’s wit and Mozart’s gracefulness and light touch combine in per-
fect union with the composer’s happy flow of melody and exuberant expres-
sion. The Fifth is thus the most successful and most representative of
Schubert’s early symphonies. It was, to all intents and purposes, his conscious
farewell to the two masters of his youth.”

A four-bar “curtain” (as it is often called) opens out onto the gently
bouncing first theme, one of the loveliest in Schubert’s immense catalogue of
lovely themes. “It is not his structural mastery that holds us,” writes Edward
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Downes, “so much as the grace of the first theme, the second theme, the
whole movement, indeed, the entire symphony from start to finish.” The sec-
ond theme, also heard first in the violins, is no less delicate and graceful. The
brief development section treats fragments of both themes, but also includes
the lightly tripping descending scale of the “curtain.”

The principal theme of the second movement has been likened to that
of a Mozart aria - tenderly poetic, lyrically expressive, richly embroidered and
eminently suited to vocal transcription. The theme is in two extended phras-
es, each repeated.

In mood, thematic outline and key, the G-minor Minuet inevitably
recalls the analogous movement in Mozart’s famous G-minor symphony, a
work Schubert particularly admired. But Schubert’s design is more elementary,
the rhythms quite predictable, the texture thinner, and there is scarcely any
counterpoint. The contrasting Trio takes on a pastoral quality in its wood-
wind coloration and Ldndler-like theme.

The frolicsome, ebullient mood of the last movement takes its cue
directly from the finales of Haydn’s symphonies. Musicologist Alfred Einstein
sees it as “perhaps the purest, most polished and most balanced piece of
instrumental music Schubert had yet written.”

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

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

Il Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace

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

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

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

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

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

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

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

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

For a profile of Robert Markow, see page 33
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Music Director of the Orchestre National de Metz and Sinfonietta de Lausanne, David Reiland
was appointed First Guest Conductor of the Minchner Symphoniker in 2019 and was given
the title of “Schumann Gast” at the Dusseldorfer Symphoniker in 2020. Reiland has appeared
with all orchestras in his home country such as the Belgian National Orchestra, Orchestre
Philharmonique Royal de Liege, Orchestre Symphonique des Flandres and the Brussels Phil-
harmonic. In 2020 Reiland made his debut at Konzerthausorchester Berlin and conducted at
the Congertgebouw Amsterdam.
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Thu. 9 September 2021, 19:00 at Suntory Hall

EE @ TATJA4YRLUA SR David REILAND, Conductor
7./ @ JbFABEE  Tomoki KITAMURA, Piano
IV —hv29— @ IUHHSF Kyoko SHIKATA, Concertmaster

a—< VB 5/ T7x—T7) FRE opsl o

Schumann: Overture to “Genoveva”, op.81

E—VY7ILS E7 /R 24 T /\5EA K491 cow)

Mozart: Piano Concerto No.24 in C minor, K.491

I Allegro
I Larghetto
I Allegretto

{AE8 / Intermission (20 %)

1NV IRERE 2 E /\EFH oper %)
Schumann: Symphony No.2 in C major, op.61

[ Sostenuto assai - Allegro ma non troppo
I Scherzo: Allegro vivace

I Adagio espressivo

IV Allegro molto vivace
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Tomoki KITAMURA

Piano

JEAS BAEF

7/

©TAKA MAYUMI
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Tomoki Kitamura was born in Aichi (Japan) in 1991. Since he won the 1st prize (2nd prize
was not awarded) and the Grand Jury Prize at Tokyo Music Competition at the age of 14, he
started his career in Japan. Thereafter he has got prizes at important international piano com-
petitions including Hamamatsu, Sydney, Leeds, and Telekom Beethoven Competition Bonn.
Today Kitamura appears constantly in the prestigious concert halls in Europa and Japan as a
recital pianist, soloist of orchestra, chamber music player, and also as a fortepianist. His 5
solo CDs received favorable reviews on the prestigious magazines in Japan.
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Program notes by Robert Markow

Schumann:
Overture to "Genoveva”, op.81

Robert Schumann: Born in Zwickau, June 8, 1810; died in Endenich, July 29,
1856

Schumann, like Schubert, possessed a remarkable lyric impulse, yet was
unable to translate this gift into successful opera. Schumann’s only work in
the genre, Genoveva, was written in 1847-1848 and first performed in Leipzig
under the composer’s direction on June 25, 1850. It was a decided failure,
and has remained in obscurity to this day. Its overture, however, is
representative of Schumann near the peak of his mastery of orchestration and
formal construction.

The opera’s synopsis is based on a story by Friedrich Hebbel, which
Schumann himself fashioned into a libretto with the assistance of the poet
Robert Reineck. Genoveva is the devoted wife of the knight Siegfried. While
Siegfried is away on military duty, Golo attempts to seduce her but she
repulses him. In anger, Golo denounces Genoveva to Siegfried upon his
return, asserting that she has had relations with a servant. Siegfried orders her
to be put to death but she is merely left in the woods to die. When Golo’s
perfidy is discovered, Genoveva is brought back to Siegfried and they are
reconciled in a happy ending.

The Overture’s slow introduction reflects what Hans G4l describes as
“the impression of a lonely monologue by the heroine.” The main section,
marked leidenschaftlich bewegt (with passionate urgency), is laid out in
sonata form, with a somber, restless first theme in C minor and a flowing
second theme in E-flat major, introduced by a horn fanfare. The jubilant
coda, marked to be played fortississimo, is based on the second theme, now
reinforced by trombones making their first substantial entry in the overture.

Mozart:
Piano Concerto No.24 in C minor, K.491

I Allegro
I Larghetto
Il Allegretto

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

Of Mozart’s 23 piano concertos (the first four of the 27 numbered concer-
tos are merely transcriptions of compositions by other composers), only two are
in a minor key. It is therefore reasonable to postulate that for these rare occa-
sions, there was some special significance attached to the use of the minor
mode. Indeed, this concerto, written in 1786 along with the D-minor Concerto
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of the year before (K. 466), is an uncommonly forceful and tragic work, show-
ing abundant evidence of emotional stress. Musicologist Alfred Einstein called
the concerto an “explosion of dark, passionate feelings,” and Louis Biancolli
described it as “dramatic and tragic revelations of self couched in sublime poet-
ic speech.” This concerto is generally regarded as one of the leading precursors
of nineteenth-century musical romanticism, replete as it is with passionate out-
bursts, startling contrasts, chromaticism, rich orchestration, overt emotional fer-
vor, and portrayal of the darker aspects of existence.

The C-minor Concerto is special in other ways as well. It requires the
largest orchestra of any concerto Mozart wrote, employing pairs of clarinets
and oboes, a rarity for this composer. A flute and pairs of bassoons and horns
complete the wind unit used in all three movements. Trumpets and timpani,
normally used only for festive effects in this period, are also found in the
outer movements. Infusing the entire concerto are a richness of scoring and
an unparalleled integration of soloist and orchestra. Note, for example, the
intimate colloquy between piano and woodwinds that occurs just after the
opening statement of the slow movement. The work’s breadth of structure is
also extraordinary — the 523 measures of the first movement make it the lon-
gest movement in these terms before Beethoven’s Eroica Symphony of nearly
twenty years later, and the final movement equals the first in loftiness of
thought and expansive structure.

The concerto begins with a rugged, unsettled theme played quietly in
the lower strings. This theme, with its characteristic upward leaps, sets the
tone of the whole concerto — despite occasional bright rays, this basic mood
of pessimism and defiance is sustained throughout the work. During the long
orchestral exposition there are three full statements of this bold theme, and
many more after the soloist finally enters, but interestingly enough, the piano
is never given the theme in its complete form.

The Larghetto offers an oasis of exalted serenity and melancholic elo-
quence in the surrounding turmoil, beginning with a theme of sublime sim-
plicity. Just once the troubled world of the first movement intrudes, in an epi-
sode in C minor of contrapuntal ingenuity featuring woodwinds and piano.

The finale consists of a theme and variations, but here one finds no
mere fanciful display of ornaments and arabesques so popular in Mozart’s
day. The feelings of a deeply troubled soul pour forth. There are brief inter-
ludes in A-flat and C major, but these episodes are swept away in the prevail-
ing gloom and menace. Not until the finale of the mighty Eroica Symphony
do we again find a theme and variations of such serious mien and complex
development in symphonic writing.

Schumann:
Symphony No.2 in C major, op.61

I Sostenuto assai - Allegro ma non troppo
I Scherzo: Allegro vivace

I Adagio espressivo

IV Allegro molto vivace
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Schumann began work on his Symphony in C major late in 1845 and
completed it the following year. Though numbered second in order of
publication, it was actually the third to be written of his four complete
symphonies, since both the First (Spring) and the D-minor (now known as
the Fourth) were composed earlier, both in 1841. The first performance took
place at one of the Leipzig Gewandhaus concerts directed by Felix
Mendelssohn, who had also introduced Schumann’s First Symphony. The
premiere was a failure, but a second performance two weeks later
incorporating changes in orchestration (including the addition of three
trombones) made a favorable impression.

To a greater extent than any of his other symphonies, the Second
reflects Schumann’s state of mind while composing and is directly connected
to the mental tragedy that ended his career a decade later. Increasing
nervousness, loss of memory, exhaustion and melancholia affected him prior
to and during composition of the work. While working on the sketches, he
wrote, “I sketched it when I was in a state of physical suffering. I may even
say that it appears to have been influenced by the spiritual effort with which I
was trying to combat my bodily state. The first movement is full of this
struggle and is very capricious and refractory.”

A long, slow introduction opens the symphony, beginning with a
“summons” softly intoned in the brass, which acts as a motto that will
reappear from time to time in three of the four movements. Dark, shadowy
lines move underneath in the strings. The Allegro, when it finally arrives, is a
feverish affair, full of burning intensity and emotional turbulence.

The Scherzo (mostly unusually, in duple, not triple meter) maintains the
high energy level of the first movement, putting the violins through a virtuosic
tour de force. Two trios interrupt the moto perpetuo, the first of rustic gaiety,
the other of soaring lyricism.

The third movement is one of Schumann’s most inspired creations,
featuring an extended theme of rapturous beauty sung first by the violins, then
repeated by the oboe with bassoon accompaniment. The resemblance to the
Trio Sonata in Bach’s Musical Offering is probably not coincidental, for
Schumann had spent recuperative months in 1845 in an intensive study of Bach.

A tremendous burst of energy announces the finale. The bright military
character of this first theme and the return of the Adagio melody at high
speed, acting as a second theme, lend credence to the composer’s words: “I
first began to feel like myself again when I wrote the last movement, and was
certainly much better when I had completed the work.” But if these are
uneasy reflections of a troubled past, the mood is totally dispelled by the
triumphant, even heroic blaze of C major at the conclusion of Schumann’s
longest symphonic finale.

For a profile of Robert Markow, see page 33
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Dutch-Maltese conductor Lawrence Renes is highly regarded in both operatic and symphonic
spheres. He has performed with orchestras including Melbourne Symphony, London Philhar-
monic, Orchestre National de Lyon, Orchestre Philharmonique de Radio France, Oslo Philhar-
monic, Mahler Chamber Orchestra, Helsinki Philharmonic, New Zealand Symphony, and BBC
Symphony. He has appeared at opera productions in San Francisco, Brussels, Seattle, Lisbon,
and Santa Fe. Formerly Music Director of Royal Swedish Opera, repertoire there ranged from
Mozart through to the 21st Century. An energetic champion of contemporary repertoire, he is
particularly associated with music of John Adams (Nixon in China and Doctor Atomic).
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Wagner: Overture to “Der fliegende Hollander”

O0T417:E7 /HBEME 38 /\KH op26 299

Prokofiev: Piano Concerto No.3 in C major, op.26

[ Andante - Allegro
I Andantino
I Allegro ma non troppo

{K& / Intermission (20 %)

TO3T417 1 3TE0EE 5 2 ZORKRS op100 @
Prokofiev: Symphony No. 5 in B-flat major, op.100

I Andante

I Allegro marcato

I Adagio

IV Allegro giocoso
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Born in Takamatsu, Kanon Matsuda started her training at age four. At age six she moved to
Moscow to study with Elena Ivanova. The next year she entered Gnessin Secondary Special
Music School, at the top of the piano class. In 2014 she graduated from Gnessin School with
the “Red Diploma” awarded to outstanding students, and entered Moscow Conservatory as
the first Japanese recipient of a scholarship from the Russian government. She studied in the
class of Mikhail Voskresensky, and graduated in June 2019 receiving the “Red Diploma”
again. She continued her study with Eliso Virsaladze in the graduate school of Moscow
Conservatory and completed the course in June 2021.
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Program notes by Robert Markow

Wagner:
Overture to “Der fliegende Hollander”
(Overture to “The Flying Dutchman” )

Richard Wagner: Born in Leipzig, May 22, 1813; died in Venice, February 13,
1883

In Der fliegende Holldnder (The Flying Dutchman), completed in 1841
and first produced in Dresden in 1843, Wagner turned for the first time to the
world of myths and legends, a world in which he would remain in all succes-
sive operas save Die Meistersinger von Niirnberg. In the legend’s form that
Wagner used, we find a Dutchman condemned to roam the seas forever as a
result of having blasphemously sworn to sail around the Cape of Good Hope
if it took all eternity. One possibility for salvation exists - once every seven
years he may come ashore, and if he can find a woman who will love him
truly, the curse will be broken.

The Flying Dutchman Overture is the first big sea picture in opera, and
to this day remains unsurpassed in its depiction of the elemental power and
terrifying sweep of the great ocean. The music is not just loud and full of pic-
turesque touches; it makes a visceral impact; it strikes to the very fiber of your
being; it grabs you by the ears and doesn’t let go. The very sound of the
Overture’s opening evokes fearful images - the striking impact of those initial
stark, open fifths in the violins, the Dutchman’s theme defiantly hurled forth
by the horns, the huge roaring swells of the open sea in the low strings, and
the shrill, almost diabolical whistle of the wind in the woodwinds. The con-
ductor Franz Lachner used to say that a cold wind seemed to blow out at him
every time he merely opened the score.

The overture was the last part of the opera composed, and as such
serves as a synthesis of the main themes and motifs. We tend to take such
overtures for granted today, but the practice of constructing an overture
derived from an opera’s themes and weaving them into a synthesis of the plot
had few precedents before The Flying Dutchman. This overture graphically
sets the scene not only for the Dutchman’s troubled soul but also for the
stormy waters across which he must sail. The motifs of Redemption (sung
sweetly by woodwinds), Fate (a two-note figure repeated many times by the
horns), Longing for Death (a passionate sweeping line for strings), Norwegian
Sailors (a perky rhythmic tune) and others combine in Wagner’s great sea pic-
ture.
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Prokofiev:
Piano Concerto No.3 in C major, op.26

I Andante - Allegro
I Andantino
I Allegro ma non troppo

Sergei Prokoviev: Born in Sontsovka (today Sontsivka), District of
Ekaterinoslav, Ukraine, April 27, 1891; died in Moscow, March 5, 1953

Like many of the great composers, Sergei Prokofiev showed his talents
early. He was composing before he was six, he had produced an opera by
twelve, and for his application to the St. Petersburg Conservatory, at thirteen,
he submitted four operas, two sonatas, a symphony and several piano works.
As a pianist he was no less remarkable. For his final examination at the St.
Petersburg Conservatory, in place of a traditional classical or romantic con-
certo he played his own First Piano Concerto before a panel of judges, each
of whom had the published score in his hands. Likewise Prokofiev was also
the soloist in his fiendishly difficult Second Concerto (1913) and years later,
his Third and Fifth. (The Fourth, for left hand alone, was performed only
posthumously.)

Prokofiev began working on his Third Piano Concerto in Petrograd (as
St. Petersburg was known at the time) in 1917, and after a long interruption
to concertize in America, completed it in October of 1921. Into it he incorpo-
rated ideas he had jotted down earlier, some going back as far as 1911. The
first performance took place not in the composer’s native land but in Chicago,
on December 16, 1921, with Frederick Stock conducting the Chicago
Symphony. But neither in Chicago nor in subsequent New York performances
did the concerto arouse much enthusiasm. Prokofiev said the American public
“did not quite understand the work.” Nevertheless, it went on to become one
of the half dozen or so most popular piano concertos of the entire twentieth
century. Audiences and soloists alike love it for its humor, knife-edged sonori-
ties, acerbic harmonies, deeply-felt lyricism and especially its undisguised vir-
tuosic brilliance. The concerto is, in a sense, a reflection of its composer’s
own profile both as a pianist and as a person. The late cellist Mstislav
Rostropovich noted that “listening to his music I am always reminded of his
manner of speaking - witty, candid, at times brusque, but often gentle.”

9/27 A Series

31



32

9/27 A Series

Prokofiev:
Symphony No. 5 in B-flat major, op.100

I Andante

I Allegro marcato
Il Adagio

IV Allegro giocoso

Prokofiev spent the summer of 1944 at an estate outside Moscow espe-
cially allocated to members of the Soviet Composers’ Union. Here, amid
nature, peace and tranquility, undisturbed by the harsh realities of war else-
where, he composed the entire score of the longest (nearly fifty minutes) of
his seven symphonies. It was written in just one month and orchestrated in an
equally short time. The first performance was given by the Moscow State
Philharmonic Orchestra on January 13, 1945, led by the composer. It was a
momentous event. Not only did it mark the crowning public achievement of
the composer; just a day earlier, the Russian army began its final push to
eventual victory over the invading German forces, and just before the concert
began, news arrived that the Russians had won a victory at the Vistula River.
According to biographer Israel Nestyev, “the opening bars of the symphony
were heard against the thunderous background of an artillery salute.
Prokofiev’s compelling music perfectly suited the mood of the audience.” The
following year the symphony won a Stalin Prize, First Class. The symphony’s
premiere marked Prokofiev’s last appearance as a conductor. Thereafter,
physically his health declined, and mentally he, along with other artists
(including Shostakovich) was subjected in 1948 to the infamous, brutal
attacks by the government for his “formalist” writing.

Prokofiev had not produced a symphony since 1930 - fourteen years -
possibly since none of them except the atypical Classical Symphony (No. 1)
had been truly successful. Having voluntarily returned to Russia permanently
in 1933 after years of living abroad, Prokofiev appeared willing to comply
with governmental pressures to write patriotic, ideological music. Hence, we
find him explaining the purpose of the Fifth Symphony, written amidst the
horrors and suffering of World War II, as “a hymn to free and happy Man, to
his mighty powers, his pure and noble spirit.” We also find a softening of the
raw dissonances, the biting sarcasms and the bizarre features that so vividly
characterized his music of pre-1933. Themes are now predominantly of a lyri-
cal cast, large-scale works bear close resemblance to traditional forms, har-
mony is more diatonic, the moods are gentler. Among the works written in the
fourteen-year period since the Fourth Symphony are the ballet Romeo and
Juliet, the cantata Alexander Nevsky, Peter and the Wolf, Lieutenant Kijé
and the Second Violin Concerto.

The first movement is laid out in traditional form with exposition, devel-
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opment, recapitulation and coda. The tempo marking is Andante, though the
movement does not feel like a “slow” one. “Broad” and “expansive” would be
more to the point. There are no fewer than five well-defined themes or
motifs. The two principal ideas are both heard initially by a pair of wood-
winds an octave apart: the first for flute and bassoon in the opening bars, the
second for flute and oboe a bit later. Both are in a decidedly lyrical vein.
Alternating with these are more rhythmically sturdy and more heavily scored
ideas. Finally comes a skittish little gesture in the violins. All five ideas are
worked out in the extensive development section, which culminates in a gran-
diose restatement of the movement’s opening theme. All subsequent themes
then return in original sequence. The coda is one of the symphony’s most
memorable passages. Lasting 36 bars in slow tempo, and at the upper end of
the dynamic range nearly throughout, the texture is of extreme density and
crushing weight. Although it is fiercely dissonant, it nevertheless made a high-
ly favorable impression on its first audience. According to Nestyeyv, it is “per-
haps the most impressive episode of the entire symphony, for it embodies
with the greatest clarity the work’s highest purpose - glorification of the
strength and beauty of the human spirit.”

The second movement, playful, teasing, and sardonic by turns, presents
a theme that flits about from instrument to instrument 36 times, each one
modified in some way. The calmer, central portion has its own theme.

The powerfully eloquent third movement, like the second, is cast in ter-
nary form (ABA) and, like the first, reveals Prokofiev’s lyricism in full bloom.
The elegiac first theme is, like many others in this symphony, scored for a pair
of instruments in parallel writing (here for clarinet and bass clarinet at a dis-
tance of two octaves). The second theme rises from the depths of the orches-
tra (bassoons, tuba, low horns, double basses) through a soaring line that
spans three octaves. The coda quietly presents a new theme for the unlikely
combination of piccolo and horns.

After a brief prelude, which contains reminiscences of the first move-
ment, the finale’s swaggering principal theme is played by the clarinet accom-
panied by an ostinato pattern in the horns. Three more distinct themes fol-
low. Fun, satire, wit, and energy infuse this movement, which is for the most
part merry and capricious, though not without its moments of menace and
even brutality. This movement too concludes with a coda, a high-powered
affair with electrifying effects from the trumpets, high woodwinds, and per-
cussion department.

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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Since his debut with NHK Symphony Orchestra at the age of 22, Naoto Otomo has led the
highly competitive music scene of Japan. He currently serves as Music Director at Ryukyu
Symphony Orchestra (Okinawa) and Artistic Director of Takasaki City Theatre, and previously
held the posts of Principal Conductor/Music Director at Japan Philharmonic, Tokyo, Kyoto
and Gunma Symphony Orchestras, and Osaka Philharmonic. Otomo has appeared repeatedly
with Royal Stockholm Philharmonic, National Symphony Orchestra of Romania, Indianapolis
Symphony, and Hawaii Symphony and he led Philharmonia Orchestra on its tour to Japan.
Well-known for his wide repertoire ranging from classical to contemporary works, Otomo has
premiered numerous new works.
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I\/\ozart. Symphony No.35 in D major, K.385, “Haffner”
Allegro con spirito
Andante
Menuetto
Finale: Presto
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Mendelssohn: Violin Concerto in E minor, op.64
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I Allegro molto appassionato
I Andante
Il Allegretto non troppo - Allegro molto vivace
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—V7)Ub  RREREA1E /KA 551(T 159 —) 639

I\/\ozart. Symphony No.41 in C major, K.551, “Jupiter”

I Allegro vivace

I Andante cantabile
I Menuetto: Allegretto
IV Molto Allegro
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Ayana TSUJI

Violin
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TMNTLB 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, Koichiro Harada, and Régis Pasquier. She has performed with orchestras such
as Orchestre symphonique de Montréal, Orchestre de la Suisse Romande, Vietnam National
Symphony, Tokyo Metropolitan 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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Program notes by Robert Markow

Mozart:
Symphony No.35 in D major, K.385, "Haffner”

I Allegro con spirito
I Andante

I Menuetto

IV Finale: Presto

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

In early 1783, Mozart found himself in need of a symphony for a con-
cert on March 23 in Vienna consisting of all his own music. To this end, he
converted music he had written the previous year as a serenade by dropping
the march that opened and closed the work (now an independent piece, K.
408, No. 2) and one of the minuets (presumed lost), and by adding pairs of
flutes and clarinets to the original instrumentation of the remaining move-
ments, resulting in one of the largest ensembles (including twelve wind instru-
ments) Mozart ever used.

This symphony boasts one of the most striking openings of any Mozart
symphony: a bold, ceremonial gesture with flying leaps in the unison strings
and a good rhythmic punch to set it off. So effective is this opening flourish
that Mozart employs it almost continuously throughout the movement, even
to the extent of letting it serve, in slightly modified form, as the “second”
theme in the contrasting key of A major, and, as the closing theme as well,
also modified.

The winsome lilt of the opening theme of the Andante sets in motion a
movement that conforms perfectly to the image of Mozartian grace. A wide
variety of trills and other decorative touches emphasize its rococo delicacy
and lighthearted mood.

The sturdy, vigorous Menuetto recalls more the dance style of Austrian
peasants than of courtly ballrooms.

Peeking through the curtains of the operatic stage is the witty tune
of the finale, which is too close to Osmin’s aria “Ha! wie will ich triumphie-
ren” from The Abduction from the Seraglio (premiered just three weeks before
this movement was written) to be sheer coincidence.

Mendelssohn:
Violin Concerto in E minor, op.64

10/2 Aprico

41



42

10/2 Aprico

I Allegro molto appassionato

I Andante

Il Allegretto non troppo - Allegro molto vivace
(played without pause)

Felix Mendelssohn: Born in Hamburg, February 3, 1809; died in Leipzig,
November 4, 1847

Mendelssohn wrote his E-minor Violin Concerto for his friend Ferdinand
David, concertmaster of the Leipzig Gewandhaus Orchestra. In July of 1838,
the composer had written to David: “I'd like to write a violin concerto for you
next winter; one in E minor sticks in my head, the beginning of which will not
leave me in peace.” One year later Mendelssohn wrote again, saying that he
needed only “a few days in a good mood” to write the concerto. “But it is not,
to be sure, an easy assignment; you want it to be brilliant, and how should
someone like me do that? The whole first solo will consist of high E’s.” Early
sketches reveal that Mendelssohn had indeed written a large number of high
E’s, but by the time of the finished product in 1844 he had obviously recon-
sidered. Along the way, while David waited and waited for his concerto,
those “high E’s” seem to have become something of a private joke.
Mendelssohn finally completed the work in September of 1844.

It was well worth the wait. The sense of facility and effortless grace, its
polish and eternal freshness, and the amiable, genteel mood it generates
totally belie Mendelssohn’s effort to compose it. Critic Philip Hale asserted
that “the concerto always, under favorable conditions, interests and promotes
contagious good feeling.” David was of course the soloist at the premiere,
which took place at a Gewandhaus concert in Leipzig on March 13, 1845.

There is no opening orchestral introduction; the soloist enters with the
main theme almost immediately. All three movements are joined, with no for-
mal pauses to break the flow. Mendelssohn places the cadenza at the junc-
ture of the development section and the recapitulation, with the soloist con-
tinuing on as accompanist after the orchestra reenters. Thus, the cadenza
assumes a more important dramatic and structural role within the movement’s
design. The term “well-bred” is often invoked to describe this concerto, and
nowhere better does it serve than for the quiet rapture and poetic beauty of
the second movement’s principal theme. A moment of sweet melancholy in A
minor intrudes briefly, with trumpets and timpani adding a touch of agitation.
The principal theme then returns in varied repetition and a gently yearning
passage, again in A minor, leads to the finale. As in the two previous move-
ments, the soloist gives the first presentation of the principal theme, one of
elfin lightness and gaiety. The mood of this movement has often been com-
pared to that of the fairyland world of an earlier Mendelssohn score, his
music for A Midsummer Night’s Dream.
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Mozart:
Symphony No.41 in C major, K.551, “Jupiter”

I Allegro vivace

I Andante cantabile
Il Menuetto: Allegretto
IV Molto Allegro

During the incredibly brief period of less than two months in the sum-
mer of 1788, Mozart turned out his last three symphonies: No. 39 in E-flat,
No. 40 in G minor, and No. 41 in C (“Jupiter”). Equally incredible is the fact
that these works — all monuments of the genre — were written for no appar-
ent immediate purpose, and that Mozart quite possibly never heard any of
them played. Yet all have remained audience favorites for well over two hun-
dred years — two joyous, life-affirming works (Nos. 39 and 41 framing a dark,
deeply serious symphony that looks forward to the romantic era.

Mozart’s valedictory effort as a symphonist represents the supreme
heights of symphonic craftsmanship welded to artistic inspiration. Mozart did
not assign the nickname “Jupiter” (it came years after his death from the
impresario Salomon, Haydn’s London sponsor), but it seems absolutely appro-
priate for music that evokes images of Olympian pomp, nobility, grandeur
and perfect mastery of construction. Klaus G. Roy sees in this music a “classic
divinity --- Nowhere else in his entire output does Mozart convey so directly
the atmosphere of mastery, imperiousness, even omnipotence. --- It was, in
this medium, the final thunderbolt of the chief of the musical gods.”

The first movement contains three distinct themes, each a perfectly bal-
anced entity in itself. The first consists of a brusque, imperious call to atten-
tion followed by a graceful, lilting figure. The second consists of ascending
and descending scale-like fragments, of strings alone and then combined with
woodwinds. The third has a mischievous, capricious quality to it.

The second movement is profoundly expressive, filled with pensive elo-
quence and restrained elegance. The first theme is one of the longest Mozart
ever wrote. The use of muted violins throughout lends a shadowy, introverted
character to the music.

The dignified Menuetto, like the first movement, combines contrasts of
loud and soft, graceful and imperious, smoothly lyrical and sharply detached,
in music of exquisitely balanced form.

The finale opens with a four-note motif followed by several addi-
tional themes and motifs. Mozart builds everything into an effortlessly flowing
web of counterpoint, all fashioned into a dazzling display of tonal architec-
ture.

For a profile of Robert Markow, see page 33
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