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Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kunste
Berlin. 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, Boston Symphony, and Orchestre symphonique de Montréal,
among others. Currently, he serves as Honorary Conductor for Life of TMSO, Music
Director of Kyushu Symphony, Honorary Music Director of Nagoya Philharmonic, and
Special Guest Conductor of Kanagawa Philharmonic.
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Sat. 17 June 2023, 14:00 at Suntory Hall

118 @ /\SRF¥ Kazuhiro KOIZUMI, Conductor
SrAAUY @ IS5 5=I2= Y Clara-Jumi KANG, Violin
IVY—hYR9— @ KERESE Tatsuya YABE, Concertmaster

TIbw T I7A AU GEHE 1 & NEH op.26 can)

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

[ Vorspiel: Allegro moderato
I Adagio
I Finale: Allegro energico
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Clara-Jumi Kang was born in Germany. She won the 1st prizes at Seoul International Music
Competition, Sendai International Music Competition, and International Violin Competition of
Indianapolis. She won the 2nd prize at Internationaler Joseph Joachim Violinwettwerb Hannover.
Kang has peformed with orchestras including Mariinsky Orchestra, Saint Petersburg Philharmonic,
Russian National Orchestra, Rotterdam Phitharmonic, Orchestre National de Belgique, Orchestre
de la Suisse Romande, and Atlanta Symphony under batons of conductors such as Gergiev,
Temirkanov, Fedoseyev, Spivakov, Bashmet, and Myung-Whun Chung. A devoted chamber musi-

cian, she regularly visits chamber music festivals and collaborates with renowned musicians
including Kremer and Maisky.
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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
II 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-
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cial interest and have associated largely with singers. This tendency has, of course,
also been displayed in my violin works.”

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.

Berlioz:
Symphonie fantastique, op.14

I Reveries, Passions Largo - Allegro agitato e appassionato assai
I A Ball Valse. Allegro non troppo

Il Scene in the Country Adagio

IV March to the Scaffold Allegretto non troppo

V Dream of a Witches’ Sabbath  Larghetto - Allegro

Hector Berlioz: Born in La Coéte-Saint-André, near Grenoble, December 11, 1803;
died in Paris, March 8, 1869

“All modern programmists have built upon him — Liszt, Richard Strauss and
Tchaikovsky. Wagner felt his influence. ... He is the real beginner of that interpene-
tration of music and poetic idea which has transformed modern art.” Thus did the
English musicologist Ernest Newman eulogize Hector Berlioz, whose Symphonie
fantastique stands at the pinnacle of the genre known as the “program symphony.”
By the composer’s own admission, Goethe’s Faust contributed to the inspiration
that produced the Symphonie fantastique. The power and originality of
Beethoven’s symphonies, especially the Eroica, and the depth of vision embodied
in the Shakespeare plays also fed Berlioz’ emotional and psychic appetite.

But by far the strongest and most direct influence on the composition of the
symphony was a young Shakespearean actress, Harriet Smithson, who appeared in
Paris as Ophelia and Juliet in productions by a touring company from England.
When Berlioz first saw her on stage on September 11, 1827, he was so over-
whelmed and consumed with passion for her that he became like a man possessed.
His physical and mental turmoil are extravagantly expressed in numerous letters,
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from which the following excerpt is characteristic: “I am again plunged in the
anguish of an interminable and inextinguishable passion, without motive, without
cause. ... | hear my heart beating, and its pulsations shake me as the piston strokes
of a steam engine. Each muscle of my body shudders with pain. In vain! ‘Tis terri-
ble! Oh unhappy one!” All this, three years after he had first laid eyes on Harriet,
and Berlioz still hadn’t met her face to face!

In a heroic gesture designed to attract her attention to his burning love, this
most romantic of Romantics wrote his Fantastic Symphony: Episode in the Life of
an Artist to prove to her that he too was a dramatic artist. The performance took
place on December 5, 1830, though Harriett apparently was unaware of the event.
Two years later, Berlioz revised the symphony and created a long sequel, Lélio, or
The Return to Life, preceded by an extended spoken monologue. He mounted a
production of this triple bill, contriving through friends to have Harriet in atten-
dance this time. This event took place on December 9, 1832. The ruse worked:
Berlioz eventually met Harriet and married her a few months later, but it was not a
happy union, and they separated after a decade, by which time Berlioz already had
a mistress.

The most prominent autobiographical element of the score is the use of the
idee fixe, a melody that recurs throughout each of the five movements in varying
guises — fervent, beatific, distant, restless, diabolical, etc., depending on the chang-
ing scene. This idée fixe (a term borrowed not from music but from the then-new
science of psychology) actually operates on two levels, for it can also be regarded
as a quasi-psychological fixation that possesses the music as it possesses the
thoughts of the artist of the program.

The drug-induced fantasy world of the symphony is only one of its unusual
and original aspects. Not just the content, but the degree of detail Berlioz provided
paved the way for the tone poems of Liszt and Strauss. Another novelty was the
use of the orchestra as a giant virtuoso instrument for the conductor to play upon.
(The concept of conducting as a role apart from instrumental participation was still
in its infancy.) But above all, it is the myriad examples of orchestral effects and
tonal colors that make this work so endlessly fascinating: the otherworldly wisps of
sound high in the violins in the slow introduction; the distant, plaintive oboe and
English horn calls, and the threatening thunderstorm heard on four differently-
tuned timpani in the third movement; the terrifying brass and drum effects in the
March; the grisly scraping and twittering in the introduction of the last movement,
followed by the diabolical parody of the idée fixe in the high E-flat clarinet accom-
panied by a galloping figure on four bassoons; then comes the Dies irae theme in
the tubas, accompanied by deep bells. The list could go on and on ...

Here are some of Berlioz’ own descriptive comments about each movement:

I “A young musician of morbidly sensitive temperament and fiery imagina-
tion poisons himself with opium in a fit of lovesick despair. [It] plunges him into a
deep slumber during which his sensations, his emotions, his memories are trans-
formed in his sick mind into musical thoughts and images. He recalls first that soul-
sickness ... then the volcanic love, his frenzied suffering, his jealous rages, his
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returns to tenderness.

I “He encounters the loved one at a dance.

I “One summer evening in the country ... the scenery, the quiet rustling of
the trees all concur in affording his heart an unaccustomed calm.

IV “He dreams he has killed his beloved, that he is condemned to death and
led to the scaffold.

V  “He sees himself in the midst of a frightful troop of ghosts, sorcerers, mon-
sters of every kind. Strange noises, groans, bursts of laughter, distant cries. The
beloved melody appears again ... it is she, coming to join the Sabbath. She takes
part in the devilish orgy.”

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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Artistic director of Les Musiciens du Louvre that he founded in 1982, Marc Minkowski
created Ré Majeure Festival on Ile de Ré (French Atlantic coast) in 2011. He was General
Manager of Opéra National de Bordeaux, Artistic Director of Mozartwoche (Mozart
Week) in Salzburg from 2013 to 2017, and Artistic Chef of Orchestra Ensemble
Kanazawa from 2018 to 2022. In 2018, he was honored as a Chevalier de la Légion
d’Honneur.
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Sun. 25 June 2023, 14:00 at Tokyo Metropolitan Theatre
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Subscription Concert No.978 B Series
| HYN—F— Il

20235156)? 2 6 HR) 1 9:00!3%553

Mon. 26 June 2023, 19:00 at Suntory Hall

EBE @ YI)UTJ-ZOTRAF Marc MINKOWSKI, Conductor
VY —hY 29— @ FKEZEEL Tatsuya YABE, Concertmaster

oD+ — B 5 & ZOKRF WAB105(/I7—IH) (6809)
Bruckner: Symphony No.5 in B-flat major, WAB105 (Nowak edition)

Adagio - Allegro

Adagio: Sehr langsam

Scherzo: Molto vivace (Schnell)
Finale: Adagio - Allegro moderato
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Program notes by Robert Markow

Bruckner:
Symphony No.5 in B-flat major, WAB105 (Nowak edition)

I Adagio - Allegro

I Adagio: Sehr langsam

Il Scherzo: Molto vivace (Schnell)

IV Finale: Adagio - Allegro moderato

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

The Fifth is one of the grandest of Bruckner’s eleven symphonies. At about 75
minutes’ duration it is the longest but for the Eighth. In fact, it was the longest
purely instrumental symphony written by any composer up to that time. In its
impressive dimensions and majestic tone it truly validates the oft-repeated descrip-
tion of Bruckner's symphonies as “cathedrals in sound.”

It is difficult to conceive of this composer’s massive, sonorous blocks of sound
played by anything but a full symphony orchestra, yet the only time Bruckner
heard this work was on two pianos in 1887. He wrote the symphony in 1875-1876
and revised it in 1877-78, but it was not played by an orchestra until April 9, 1894
(by which time he was at work on his Ninth Symphony) in Graz, Austria, conducted
by Franz Schalk. It was probably just as well the composer was too ill to attend, for
it was presented with numerous disfiguring cuts and reorchestrations made by
Schalk. In the form Bruckner left the symphony it waited for performance until
October 23, 1935 in Munich.

All Bruckner symphonies begin quietly, but the Fifth is the only one to begin
with a formal slow introduction. The first sound we hear is a solemn tread in the
lower strings. One might well expect this material to build gradually to a climax.
Instead, the procession suddenly stops, and a towering wall of sound from the full
orchestra thunders forth, followed by an awesome brass chorale. Pause. Another
magnificent flourish from the full orchestra. Another chorale. Again pause. And
now comes the long, restless crescendo we've been waiting for, leading to a climax
of blinding intensity. Within just a few moments Bruckner has presented both
extremes of his sound world: the mysterious and the monumental. Disparate and
unrelated they may seem at this point, these elements will play important roles in
unifying the entire symphony. “This magnificent and unique opening,” writes
Bruckner specialist Robert Simpson, “with its great blocks of sound confronting
each other on different harmonic pedestals, separated by open spaces, has already
set up a vast momentum.” We now settle into the main Allegro portion of the
movement in which starkly contrasting moods, shifting harmonic planes, emphatic
fanfares, massive chorales and ardent lyricism are all fitted into a typically grand,
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Brucknerian design lasting some twenty minutes.

The slow movement too is long in minutes, but simple in formal layout, con-
sisting of two alternating themes (ABABA) and a coda. It opens with a modified
version of the symphony’s opening gesture (quiet pizzicatos in the strings), over
which the solo oboe enters with the first theme. If this material suggests remoteness
and loneliness, the second theme cannot fail to produce exactly the opposite effect:
thirty or more violins in unison, playing on the G string (thus providing extra rich-
ness of sound) intone a noble song imbued with glowing, all-embracing warmth
over a rich carpet of supporting lower strings. An aura of deep reverence and spiri-
tuality pervades the music, generating images of the soaring arches and immense
vaults of Europe’s great cathedrals.

The string accompaniment that opens the Scherzo is identical to that which
opened the preceding movement, now played several times faster (it is now clear
this is to be one of the symphony’s unifying devices), while the theme presented by
the unison woodwinds is a variant of the oboe theme, also derived from the previ-
ous movement. The second theme arrives quickly, following another of Bruckner's
famous sudden pauses, and offers lighthearted contrast to the severity of what has
just passed. In the central Trio we find writing of chamber music delicacy in which
is concealed still another reference to the symphony’s opening bars.

The Finale fulfills expectations and resolves tensions generated by the previ-
ous movements. It opens exactly as the symphony began nearly an hour ago.
There is an unmistakable analogy to the corresponding movement of Beethoven’s
Ninth in its interruptions that quote previous movements, each event separated by
a pause punctuated with a curious call from the clarinet. It is worth noting here
that Beethoven’s Ninth — and its key of D minor — held special meaning for
Bruckner. D minor is the key of not only the Fifth Symphony’s two inner move-
ments, but also of three of the composer’s other symphonies — Nos. 0, 3, and 9 —
as well as half a dozen choral works.

The aforementioned clarinet motif proves to contain the seeds of the
movement’s first real theme, which unfolds as a vast fugal exposition of over 200
measures. Many pages would be required to discuss in detail how Bruckner weaves
lyrical episodes, massive brass chorales, contrapuntal displays, quotes from previ-
ous movements and enormous spiritual vistas into a masterful symphonic structure.
The peroration arrives on a scale that dwarfs everything preceding it. In a sus-
tained blaze of fortississimo grandeur, the huge symphony hurtles inexorably to its
conclusion with elements of the first and last movements fused into in one final, tri-
umphant proclamation.

For a profile of Robert Markow, see page 13.
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