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Riccardo Minasi currently serves as Principal Guest Conductor of Ensemble Resonanz and
Artistic Director of Orchestra La Scintilla. His previous appointments include co-founder
and conductor of Il Pomo d’Oro, Chief Conductor of Salzburg Mozarteum Orchestra, and
Music Director of Teatro Carlo Felice in Genoa. In the 2025/26 season, Minasi is Artist in
Residence at Hamburg's Elbphilharmonie. He also performs with Deutsche Kammerphil-
harmonie Bremen. Other highlights of the season include his first appearances with
Manchner Philharmoniker, Orchestre Philharmonique de Radio France, Luxembourg Phil-
harmonic, BBC Philharmonic, Scottish Chamber Orchestra, and Dresdner Philharmonie.
Recent highlights include performances with Royal Concertgebouw Orchestra, Berliner
Philharmoniker, Sachsische Staatskapelle Dresden, Frankfurt Radio Symphony, Swedish
Radio Symphony, and Orchestra of the Age of Enlightenment. Minasi has appeared at
opera houses such as Dutch National Opera, Glyndebourne Festival Opera, Salzburger
Festspiele, Opernhaus Zurich, Hamburgische Staatsoper, and Opéra National de Lyon.
Minasi’s performances are characterised by their musicological integrity. He has acted as
a historical advisor for Orchestre symphonique de Montréal.
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Sat. 29 November 2025, 14:00 at Tokyo Metropolitan Theatre

1518 @ UJwA)UR-Z=F— Riccardo MINASI, Conductor
DrAFUY @ EETHIRE sayaka SHOJL Violin
V-9 — @ %%B@ﬁ Tatsuya YABE, Concertmaster
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Mozart: Adagio for Violin and Orchestra in E major, K.261
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Schumann: Violin Concerto in D minor

I In kr&ftigem, nicht zu schnellem Tempo  7758<, &®IETRZVLTVIRT
I Langsam BB PHNC
I Lebhaft, doch nicht schnell EEEEL. ULDURLIEL

A% / Intermission (20 43)

N—h—DJ1Y  TEHFECE K opes (HE) 2
Beethoven: Symphony No.6 in F major, op.68, “Pastorale”
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Sayaka Shoji has become internationally recognised for her unique artistic versatility and
detailed approach to her chosen repertoire. Born in Tokyo, she moved to Siena, Italy
when she was three. She studied at Accademia Musicale Chigiana and Hochschule fur
Musik und Tanz Kéln and made her European debut with Festival Strings Lucerne and
Rudolf Baumgartner at Lucerne Festival and then at Wiener Musikverein at the age of
fourteen. Since winning first prize at the International Violin Competition “Premio Pagani-
ni” in 1999, Shoji has been supported by leading conductors such as Mehta, Maazel,
Bychkov, Jansons, and Temirkanov. She has also worked with orchestras including Israel
Philharmonic, Philharmonia Orchestra, London Symphony, Berliner Philharmoniker,
Orchestra dell’Accademia Nazionale di Santa Cecilia, Czech Philharmonic, Mariinsky
Orchestra, Cleveland Orchestra, Los Angeles Philharmonic, and New York Philharmonic.
Shoji plays a Stradivarius ‘Recamier’ (c.1729) kindly loaned to her by Ueno Fine Chemi-
cals Industry Ltd.
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Program notes by Robert Markow

Mozart:
Adagio for Violin and Orchestra in E major, K.261

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

Mozart was a violinist of enormous talent. His own father, Leopold, was one of
Europe’s most outstanding violinists and the author of a famous treatise published,
significantly enough, in the year of his son’s birth, 1756. We are told that Wolfgang
had mastered this manual well before his tenth year. Leopold wrote to his son in
1777: “You have no idea how well you play the violin. If only you would do yourself
justice and play with boldness, spirit and fire, you would be the finest violinist in
Europe.” That Wolfgang was seemingly indifferent to the instrument was one of
Leopold’s great disappointments. The violin was the most popular instrument of the
day, and the practical-minded father saw far more lucrative opportunities for his
son’s career as a violinist-composer than as a pianist-composer.

In 1775, Wolfgang finally managed to become concertmaster of the Salzburg
court orchestra, a post he was later forced to share with Gaetano Brunetti, and
which paid a pittance. In addition, he continued to compose prodigiously. Edward
Cole writes that “the eighteenth century court composer almost literally was a
human musical factory, grinding out product in quantity and, under unrelieved
pressure. ... Most of the breed merely ‘hacked’ their way through. However, a few
composers of real genius and sincerity ... somehow amassed looming heaps of mas-
terpieces ... in spite of the unfriendly atmosphere of the creative clime.” In such an
atmosphere, the nineteen-year-old Mozart composed, in rapid succession, at least
four of his five authenticated violin concertos between April and December of
1775. (No. 1 may have come from two years before; two more spurious concertos
also exist.)

Though designed for Mozart’s personal use as a soloist, his co-concertmaster
in Salzburg, Brunetti, also had the honor of playing at least some of these concer-
tos. On one such occasion, in 1776, Brunetti asked Mozart to write him an alternate
slow movement for the A-major Concerto (No. 5, K. 219), as he found the original
“too studied.” Mozart obliged, although no one today can detect what might be less
“studied” about the new movement, seeing as both are gems of Mozart’s lyrical
genius. What Mozart did change was the orchestration (flutes replace oboes) and
the addition of mutes for the orchestral violins throughout, which would have put
Brunetti more in the limelight. The substitute movement, the Adagio we hear at this
concert, is also shorter. It is essentially in binary form (sonata form without a cen-
tral development section).
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Schumann:
Violin Concerto in D minor

I In kréftigem, nicht zu schnellem Tempo
I Langsam
Il Lebhaft, doch nicht schnell

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

Schumann’s Violin Concerto is a dark horse among concertos, so dark that it
had to wait nearly a century for its first public performance, and even then that
was in defiance of a ban that it not be performed until 1956. The work was written
in 1853 and sent to the famous violinist Joseph Joachim, who complained of
“dreadful passages” for the solo instrument. In 1858, two years after Schumann’s
death, Joachim decided, with the concurrence of the composer’s widow Clara and
Johannes Brahms, that the concerto should not have a place among Schumann’s
collected works.

When Joachim died in 1907, his son gave the manuscript to the Prussian
State Library in Berlin, with the stipulation that the score not be performed or pub-
lished until at least one hundred years following its author’s death. Through a rath-
er involved and colorful sequence of events, including continued protests from
Schumann’s 85-year-old daughter Eugenie and an encouraging seance with a clair-
voyant, the concerto was finally heard in public on November 26, 1937 with a
German soloist, Georg Kulenkampff, and the Berlin Philharmonic conducted by Karl
Bohm. Yehudi Menuhin was to have played the world premiere, but Nazi politics
intervened. However, Menuhin trumped the Germans by giving the first perfor-
mance ten days later in Carnegie Hall (with piano replacing orchestra) as
Schumann had written it. (What Kulenkampff had performed was a heavily edit-
ed version prepared by Paul Hindemith.) Menuhin also gave the first authentic per-
formance with orchestra on December 23, 1937 with the St. Louis Symphony.

The first movement is laid out in traditional form with two contrasting
themes, one bold and dramatic, the other imbued with gentle lyricism. The devel-
opment section is devoted exclusively to this second theme, and it is here that solo-
ist and orchestra engage in the only true dialogue of the movement, which other-
wise gives prominence to soloist or orchestra in turn but not together. The slow
movement has been much praised for its songlike character. Brahms thought
enough of it to borrow its theme for his piano variations Op. 23. The finale arrives
without pause, a movement in the dancelike polacca rhythm. Two themes alternate
throughout, each one slightly varied upon each return.
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Some complain that the solo writing is ungrateful, that the work has structural
problems, that there is too much darkly brooding material. Others find in the music
passages of great beauty and exaltation. Menuhin praised it for “the same human
warmth, caressing softness, bold manly rhythms, the same lovely arabesque treat-
ment of the violin, the same rich and noble themes and harmonies” as those found
in the Brahms concerto. The ban is off, but performances of Schumann’s concerto
are still uncommon. Henryk Szeryng, Gidon Kremer, Joshua Bell, Baibe Skride,
Thomas Zehetmair, Christian Tetzlaff, and Isabelle Faust have numbered among its
champions, and all have recorded the concerto.

Beethoven:
Symphony No. 6 in F Major, op.68, “Pastorale”

I Awakening of happy feelings on arriving in the country: Allegro ma non troppo
II By the brook: Andante molto mosso

I Merry gathering of country folk: Allegro

IV Thunderstorm: Allegro

V Shepherd’s song — Happy and thankful feelings after the storm: Allegretto

Ludwig van Beethoven: Born in Bonn, December 16, 1770; died in Vienna, March
26, 1827

The dividing line between program music and absolute music is a thin one,
but Beethoven proved himself a master of both in his Sixth Symphony. Although
the work has been produced with scenery, with characters who move about on
stage, and as part of the cinema classic Fantasia, Beethoven took care to advise
that the symphony is “more an expression of feeling than painting.” The composer’s
own love for the pleasures of the country are well-known. The time he spent in the
woods outside Vienna offered his tortured soul precious solace and peace of mind.
To quote the composer: “How glad I am to be able to roam in wood and thicket,
among the trees and flowers and rocks. No one can love the country as I do ... In
the woods there is enchantment which expresses all things.”

The idea of depicting nature in tone was not new with Beethoven, of course.
Many composers both before and especially after him were inspired to create some
of their best music in such fashion, Vivaldi’s Four Seasons being one of the most
popular examples. The repertory of Pastoral Symphonies alone is quite impressive,
including one by Vaughan Williams (No. 3), Wilfred Josephs (No. 5), Alexander
Gretchaninov (No. 2), Alexander Glazunov (No. 7) and Don Freund. Although not
a symphony in the Beethovenian sense, one of the numbers in Handel's Messiah is
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entitled “Sinfonia pastorale.”

The symphony received its first performance in Vienna as part of that incredi-
ble marathon concert of December 22, 1808 at the Theater an der Wien, an all-
Beethoven concert that also included the Fifth Symphony, Fourth Piano Concerto,
Choral Fantasy and some vocal and choral music.

The symphony’s opening places us immediately in relaxed, beatific surround-
ings. The day is sunny, warm, and abounding in nature’s fragrances and gentle
breezes. But aside from conjuring nature imagery, the music is remarkable for its
motivic writing — virtually the entire movement is built from tiny musical cells
found in the first two bars. Entire phrases and sentences are often formed from
these motivic ideas repeated again and again.

The second movement invites contemplation. To Donald Francis Tovey, this
is “a slow movement in full sonata form, which at every point asserts its deliberate
intention to be lazy and to say whatever occurs to it twice in succession, and which
in doing so never loses flow or falls out of proportion.”

The Sixth is the only symphony in which Beethoven departed from the four-
movement format. The remaining three movements are played without interruption.
Rough, peasant merry-making and dancing are portrayed, but the boisterous festivi-
ties suddenly stop when intimations of an approaching storm are heard. There is
not much time to take cover; a few isolated raindrops fall, and then the heavens
burst open. Timpani, piccolo and trombones, all hitherto silent in the symphony,
now make their entrances. Storms have appeared frequently in musical composi-
tions (in Verdi’s Otello and Rigoletto, Wagner’s Flying Dutchman, Strauss’s Alpine
Symphony, Berlioz’ “Royal Hunt and Storm” from The Trojans, etc.), but few have
surpassed Beethoven’s in power and fury.

With the tempest over, a shepherd’s pipe is heard in a song of thanksgiving
for the renewed freshness and beauty of nature. Timpani and piccolo withdraw,
but the trombones, whose sonority was traditionally associated with sacred music
until well after Beethoven’s era, are retained. The joyous hymn is taken up by the
full orchestra as if, to quote Edward Downes, “in thanks to some pantheistic god, to
Nature, to the sun, to whatever beneficent power one can perceive in a universe
that seemed as dark and terrifyingly irrational in Beethoven’s day as it can in ours.
That a man of sorrows and self-centered miseries like Beethoven could glimpse
such glory and, by the incomparable alchemy of his art, lift us to share his vision,
even if only for a few moments, is a miracle that remains as fresh as tomorrow’s
sunrise.”

For a profile of Robert Markow, see page 34.
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Honorary Conductor for Life
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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, Sym-
phonieorchester 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, Honorary Music

Director for Life of Kyushu Symphony, Honorary Music Director of Nagoya Philharmonic,
and Special Guest Conductor of Kanagawa Philharmonic.
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Fri. 19 December 2025, 14:00 at Tokyo Metropolitan Theatre

1518 @ /\RHIFE Kazuhiro KOIZUMI, Conductor
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Tchaikovsky: Violin Concerto in D major, op.35

[ Allegro moderato
I Canzonetta: Andante
Il Finale: Allegro vivacissimo
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Shostakovich: Symphony No. 10 in E minor, op. 93
I Moderato T Allegro I Allegretto
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Fumiaki MIURA
Violin
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Fumiaki Miura is the youngest-ever winner of the Joseph Joachim Violin Competition
Hannover in 2009. Since 2018, he has served as Artistic Leader of Suntory Hall ARK Clas-
sics, and in 2024 he was appointed Music Director of Miyazaki International Music Festi-
val. He has served as Artist-in-Residence with Royal Philharmonic. Miura has appeared
with orchestras including Los Angeles Philharmonic, Mariinsky Orchestra, Deutsches Sym-
phonie-Orchester Berlin, NDR Elbphilharmonie Orchester, Frankfurt Radio Symphony,
Gothenburg Symphony, and Barcelona Symphony. He has collaborated with conductors
such as Dudamel, Gergiev, Fedoseyev, Rouvali, Ticciati, Orozco-Estrada, and Hrusa. In
2025 he performed with Philharmonia Orchestra and Bamberger Symphoniker. In recital,
Miura made his Paris debut at auditorium of Louvre Museum and his London debut at
Wigmore Hall. A passionate chamber musician, he has performed frequently with artists
such as Zukerman and Maisky, and in 2023 he gave a duo recital with Pires. Miura per-
forms on the 1732 “Kaston” Guarneri del Gesu violin, generously loaned by Crystco Inc.
and its CEO, Mr. Hikaru Shimura.
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Program notes by Robert Markow

Tchaikovsky:
Violin Concerto in D major, op.35

I Allegro moderato - Moderato assai
II Canzonetta: Andante
II Finale: Allegro vivacissimo

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

“The Russian composer Tchaikovsky is surely not an ordinary talent, but rath-
er an inflated one, with a genius-obsession without discrimination or taste. Such is
also his latest, long and pretentious Violin Concerto. For a while it moves soberly,
musically, and not without spirit. But soon vulgarity gains the upper hand -
Friedrich Vischer once observed, speaking of obscene pictures, that they stink to
the eye. Tchaikovsky’s Violin Concerto gives us for the first time the hideous notion
that there can be music that stinks to the ear.”

Incredible as it may seem today, these were the words that greeted the world
premiere of Tchaikovsky’s Violin Concerto in Vienna in December of 1881. The
quotation is by the notorious critic Eduard Hanslick, but eight of the ten reviews
that appeared in Vienna voiced much the same sentiment.

The circumstances leading to the concerto’s first performance were hardly
auspicious. Tchaikovsky composed the work during March and April of 1878 while
staying at Clarens, on Lake Geneva, Switzerland. There he was visiting his compo-
sition student, Yosif Yosifovich Kotek, who was at the time undertaking a cure for
tuberculosis, and who was the one responsible for introducing Tchaikovsky to the
wealthy patroness Nadejda von Meck. But Kotek expressed dissatisfaction with the
second movement, and Tchaikovsky replaced it with an entirely different one.

Madame von Meck was not entirely pleased by the concerto either. But the
biggest blow was probably the rejection from the celebrated virtuoso and teacher
Leopold Auer, to whom the work was originally dedicated. Auer pronounced it
unplayable. Not until nearly four years after its completion did Adolf Brodsky take
up its cause, giving the first performance not in Russia but in Vienna. He was
daunted neither by its technical difficulties nor by the dismal critical reception.
Tchaikovsky rewrote the dedication to Brodsky, who went on to perform the con-
certo in London, and then in Moscow, eventually winning public support for it.
Even Auer, in his old age, finally saw its merits; the concerto would become one of
the mainstays in the repertories of his prodigies, including Mischa Elman, Jascha
Heifetz and Efrem Zimbalist. Today’s students readily master yesterday’s most
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fiendish difficulties, and Tchaikovsky’s Violin Concerto is now one of the two or
three most popular works in the genre.

Although full of bravura passage work, the concerto also contains a wealth of
pure romantic lyricism for which Tchaikovsky is so noted. The first movement
boasts both a lyrical first and second theme, and even the cadenza emphasizes the
expressive over the virtuosic. The second movement, subtitled “Canzonetta,” has a
certain melancholic wistfulness to it — soulful though not mournful. The muted solo
violin presents the first folklike theme. This brief movement is followed without
pause by the exhilarating Finale, whose themes suggest Russian dance tunes and
rhythms, especially the trepak.

Shostakovich:
Symphony No.10 in E minor, 0p.93

I Moderato

II Allegro

Il Allegretto

IV Andante - Allegro

Dmitri Shostakovich: Born in St. Petersburg, September 25, 1906; died in Moscow,
August 9, 1975

Although Dmitri Shostakovich wrote music in all genres, it was as a composer
of symphonies and string quartets that he was best known in the West during his
lifetime. From the vantage point of nearly half a century after his death, this assess-
ment remains unchallenged. In this regard, he can be compared to Haydn, but not
even Haydn’s symphonic creativity lasted as long as Shostakovich’s. From his First
Symphony, written as a diploma exercise at the St. Petersburg Conservatory in
1924-25, to his Fifteenth of nearly half a century later, Shostakovich left an indeli-
ble mark on the twentieth century as one of its greatest symphonists, comparable
to Beethoven in the nineteenth, some would contend.

The world premiere in Leningrad (today St. Petersburg again) of the Tenth
Symphony on December 17, 1953, conducted by Yevgeny Mravinsky, and the sub-
sequent performance in Moscow twelve days later, won exuberant public accep-
tance. The official world reserved judgment until it had studied the work at an
extensive three-day seminar the following spring. Boris Schwarz described the pro-
ceedings in his invaluable book Music and Musical Life in Soviet Russia, 1917-
1970 as follows: The debate “seemed to transcend the significance of the work and
centered on a vital principle: the right of an artist to express himself, individually
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rather than collectively, subjectively rather than objectively, without bureau-
cratic interference and tutelage.” The committee decided in Shostakovich’s
favor (the symphony was billed as an “optimistic tragedy”!), and he was later
named “People’s Artist of the U.S.S.R.,” the highest artistic honor awarded by
the Soviet Union. The Tenth Symphony went on to worldwide fame and is
now, along with the First and Fifth, the most frequently heard of the
composer’s symphonies.

Shostakovich’s command of musical material is seen at its finest in the
opening pages. Working with little more than a six-note motif, he presents a
long (sixty bars), quiet passage for strings alone. Melodic elements of this pas-
sage will be found in all four movements of the symphony. The scope and
darkly brooding quality of this music have led some to describe it as Faustian.
“Music of wandering, drifting,” is musicologist Michael Steinberg’s description.
Finally the clarinet enters with the second subject, an infinitely sad yet lyrical
idea that slowly unwinds, growing by small increments to the first of the
movement’s big climaxes. Eventually a third subject is introduced - a languid,
waltz-like theme first heard in the somber low range of the flute. Each of
these ideas is extensively developed alone, then in various combinations
against a background of inexorable growth, leading to ever-more intense cli-
maxes. The movement closes quietly, as it began.

The breathless silence that ends the first movement could not stand in
greater contrast to what follows. For sheer demonic fury and searing, white-
hot intensity, there are few moments in all music to match this symphony’s
second movement, the musical equivalent of a tornado ride through hell.
Though only four minutes in length, it inevitably leaves the listener emotion-
ally drained by the time the last wall of sound has roared to an abrupt stop.

If the first movement is the symphony’s most awesome in design, and
the second its most viscerally exciting, the third might be considered the phil-
osophical centerpiece. A gentle, folklike tune for strings alone sets things in
motion, beginning with the same series of three pitches that opened each of
the previous movements. A sinister, dance-like tune intrudes, written for the
entire woodwind choir accompanied only by timpani and triangle. At length a
new element enters the picture: a five-note call announced by the solo horn.
This call is heard a total of a dozen times, ranging from assertive to manic (all
four horns in unison) to feeble (the last few statements are but mere echoes).
Also pervading this movement is the composer’s musical signature, a four-
note motif derived from his name in German orthography: DSCH (Dmitri
SCHostakowitsch), in which “S” corresponds to “Es” (E-flat in English) and
“H” to B natural; hence, D, E-flat, C, B, or its equivalent in various transposi-
tions.
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The finale opens with one of the longest slow introductions in the entire sym-
phonic repertory, amounting almost to a movement in itself. The mood of the
Andante is tense, ominous, foreboding. Extended solos for woodwinds intensify the
mood of haunting loneliness. Suddenly all anxiety is thrusted aside with the intru-
sion of a sprightly, affirmative theme in the violins (Allegro). Churning strings, brass
fanfares, and a sinister military march derived from material in the second move-
ment all contribute to the summation and resolution of inner conflicts spanning fifty
minutes of music. The symphony ends in E major, with the DSCH motif exultantly
proclaimed by horns, trombones and timpani in turn.

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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Sascha Goetzel is Music Director of Orchestra National des Pays de la Loire and Ulsan
Philharmonic, Principal Guest Conductor of Krakow Philharmonic and Timisoara Philhar-
monic. He has previously held titles with Borusan Istanbul Philharmonic, National Youth
Orchestra of Canada, Kuopio Symphony, Sofia Philharmonic, Kanagawa Philharmonic, and
Orchestre National de Bretagne. Goetzel has conducted orchestras including Israel Phil-
harmonic, Netherlands Radio Philharmonic, London Philharmonic, Orchestre Philharmo-
nique de Monte-Carlo, Orchestre National de France, Tonkunstler-Orchester Niederdster-
reich, Radio-Symphonieorchester Wien, and Orchestre National Bordeaux Aquitaine. He
has appeared at numerous opera houses such as Wiener Staatsoper, Mariinsky Theatre,
Opernhaus Zirich, Volksoper Wien, and Opéra de Montpellier.
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Beethoven: Symphony No.9 in D minor, op.125, “Choral”

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

I Adagio molto e cantabile

IV Presto - Allegro assai
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Mari Moriya studied at Mannes College of Music in New York and has performed at
major opera houses including the Metropolitan Opera, Volksoper Wien, Oper Leipzig,
and Scottish Opera. She is acclaimed for her extensive repertoire spanning Baroque,
Mozart, bel canto works, Wagner, R. Strauss, Berg, and more. Recent highlights include
her performance as Cio-Cio San in Madama Butterfly at Semperoper Dresden and Philip
Glass’s The Voyage with MDR-Sinfonieorchester.

Yuka KOBAYASHI

Mezzo-Soprano
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Yuka Kobayashi obtained Master’'s degree from Kunitachi College of Music. She furthered
her studies in Italy through the Agency for Cultural Affairs’ Program of Overseas Study for
Upcoming Artists. She has performed in numerous roles including in Ariadne auf Naxos at
Nikikai, Written on Skin at Suntory Hall, Der Rosenkavalier and Les Contes d’Hoffmann at
New National Theatre, Tokyo. She is a member of Nikikai.
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Tenor
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Charles Kim studied at Seoul National University and Curtis Institute of Music. From 2002
to 2011, he served as a soloist with Theater Dortmund in Germany, subsequently per-
forming worldwide as a freelance artist. As a Heldentenor, he has appeared in produc-

tions of Der fliegende Holldnder, Tannhduser, Der Ring des Nibelungen, Tristan und Isol-
de, and Parsifal. He made his debut at Bayreuther Festspiele in 2016.

Toru KAKU

Baritone
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Toru Kaku obtained his Master’s degree from Tokyo University of the Arts and graduated
from Nikikai Opera Institute. Kaku has performed numerous roles with Nissay Opera in
Don Giovanni, Cosi fan tutte, and Lucia di Lammermoor, and with Nikikai in Ariadne auf
Naxos, Kinkakuji, and Die Fledermaus. He is a part-time instructor at Senzoku Gakuen
College of Music.
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New National Theatre, Tokyo, opened in October 1997 as the only national theatre for
the modern performing arts of opera, ballet, contemporary dance, and play. Meanwhile,
New National Theatre Chorus started its career and has played a central role in many
opera performances all through the seasons. Their ensemble ability and rich voices have

achieved acclaim from co-starred singers, conductors, directors, stage staffs as well as
domestic and foreign media.

Kyohei TOMIHIRA

Chorus Master
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Kyohei Tomihira graduated from Tokyo University of the Arts. He has conducted orches-
tras such as Gunma Symphony, Tokyo City Philharmonic, Tokyo Philharmonic, and Tokyo
Symphony. He also serves as Associate Conductor and Chorus Master in opera perfor-
mances of New National Theatre, Tokyo, Tokyo Nikikai Opera Foundation, and The Fuji-

wara Opera. He is a Chorus Master of New National Theatre, Tokyo.
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Program notes by Robert Markow

Beethoven:
Symphony No.9 in D minor, op.125, “Choral”

I Allegro ma non troppo, un poco maestoso
I Molto vivace - Presto

Il Adagio molto e cantabile

IV Presto - Allegro assai

Ludwig van Beethoven: Born in Bonn, December 17, 1770; died in Vienna, March
26, 1827

In its grandeur, elemental power, cosmic scope and affirmation of the univer-
sal human spirit, Beethoven’s Ninth (THE Ninth) embraces a world of emotional
expression ranging from deep pathos to exultant joy, from demonic fury to seraphic
tranquility, from motoric energy to beatific stasis. The span of this seventy-minute
work seems to depict a vast structure forming “before our ears” ... its opening
moments as coming “out of the void,” as a former Cleveland Orchestra annotator,
Klaus G. Roy, put it. “Fragments begin to cohere; thematic atoms and molecules
form larger structures. To most listeners, the same sense of awe, wonder and mys-
tery that accompanies contemplation of the starry night applies to the Ninth.”

Twelve years separated the completion of Beethoven’s final symphony from
the Eighth (1812). Ideas, sketches and fragments had coalesced over a period of
many years, but work commenced in earnest only in 1822. The symphony was fin-
ished in early 1824, and the premiere took place on May 7 of that year. Having
decided to incorporate Schiller’s ode “An die Freude” into his Ninth Symphony,
Beethoven struggled greatly to find the proper way to introduce the vocal element
into an otherwise purely instrumental symphony. His solution consisted of an
instrumental introduction in which brief references to the three previous move-
ments are peremptorily rejected by a recitative-like passage for cellos and basses.
This “recitative” presents the musical material for the first vocal entry (baritone),
which proclaims, “Oh friends, not these tones! Let us sing of more pleasant and
joyful things,” whereupon the famous theme, formerly played by the orchestra, is
now sung ( “Freude, schoner Gotterfunken” ). This theme, of almost naive simplici-
ty, caused Beethoven no end of difficulty. Dozens of variants are found in his
Sketchbooks, leading to the final, perfected form he retained.

The symphony’s opening is one of the most famous in the repertory. Barely a
moment is required for the listener to recognize that mood of hushed expectancy,
created by the sound of stark fifths in the horns, the strange rustling in the lower
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strings, and the violins’ thematic fragments that soon coalesce into a mighty unison
outburst for the full orchestra. Though laid out in sonata form (exposition — devel-
opment — recapitulation — coda), the movement contains a wealth of thematic
ideas, and is far too complex to discuss in terms of the traditional contrasting first
and second themes. The principle of continuous growth pervades instead, with
much of the musical material distinguished by its rhythmic rather than melodic
interest. The development section involves a lengthy working out of the principal
theme (the initial unison outburst). The approach of the recapitulation is signaled
by two immense, terrifying statements of the principal theme in D major over rum-
bling timpani. Leo Treitler writes of the “horrifying brightness that the major mode
can have. It is, all in all, the shock of being now pulled into the opening with great
force, instead of having it wash over us.” The movement ends with an apocalyptic
vision.

For the first and only time, Beethoven precedes the slow movement of a sym-
phony with the Scherzo, a plan Bruckner was to follow seventy years later in his
own Ninth (also in D minor). As music of relentless, driving power, the Scherzo is
unsurpassed. This huge structure consists of a sonata-form Scherzo with two
important themes. But like the first movement, this is anything but a conventional
sonata form. The rhythmic pattern hammered out in the opening bars and its char-
acteristic octave drop pervade the fugally developed first theme, in addition to
becoming the accompaniment pattern to the robust and joyous second theme
heard in the unison woodwinds. The central Trio section brings much-needed relief
— a breath of fresh air and sunlight. Brighter colors, the major mode and more
transparent textures all serve to contrast the Trio with the demonic power of the
Scherzo, which is then repeated in full.

The Adagio movement, one of the most sublime ever written, stands in stark
contrast to the propulsive energy and forbidding grimness of the previous move-
ments. Two lyrical and well-contrasted themes of transcendent beauty are alter-
nately elaborated in a double variation form. A mood of quiet exaltation and pro-
found peace reigns by the closing pages, only to be shattered by one of the most
horrendous outbursts in all music.

After the finale’s long instrumental antecedent is finished, the movement
unfolds in free variation form. Beginning with the baritone soloist’s first stanza, the
“Ode to Joy” moves through a series of highly varied treatments: twice for solo
vocal quartet (followed by choral response); a Turkish march featuring characteris-
tic “Turkish” instruments — triangle, bass drum, piccolo — with tenor solo; an elabo-
rate orchestral fugue answered by a mighty choral affirmation of the “Ode to Joy” ;
a stately new theme beginning with “Seid umschlungen, Millionen” (Andante maes-
toso), initially for male chorus and trombones, which in the following section
(Allegro energico) combines with the “Ode to Joy” in a great double fugue; a spir-
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ited vocal quartet introduced by skittering violins, and joined later by full chorus.
This leads to the famous cadenza for the soloists, where the operatic implications
of voices joining orchestra are fully exploited. Each soloist climbs to the top of his
or her range. In a final burst of frenzied joy, The Ninth ends in the realm of
Elysium, light years removed from the cares and toils of daily life.

Beethoven scholar Maynard Solomon, in an address in Detroit some years
ago, summed up the import of Beethoven’s Ninth in these words: “Beethoven’s life
and his art can be envisaged as a search for Elysium, for ‘one day of pure joy,” for
fraternal and familial harmony, as well as for a just and enlightened social order.
With the ‘Ode to Joy’ of the Ninth Symphony that search found its symbolic fulfill-
ment.

“Beethoven’s Ninth has been perceived by later generations as an unsurpass-
able model of affirmative culture, a culture which, by its beauty and idealism, some
believe, anesthetizes the anguish and the terror of modern life, thereby standing in
the way of a realistic perception of society ... If we lose the dream of the Ninth
Symphony, there may remain no counterpoise against the engulfing terrors of civili-
zation, nothing to set against Auschwitz and Vietnam as a paradigm of humanity’s
potentialities.”

For a profile of Robert Markow, see page 34.
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