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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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Wed. 25 May 2022, 14:00 at Tokyo Metropolitan Theatre

1512 @ /J \%ﬂj*@ Kazuhiro KOIZUMI, Conductor
E7/ @ BEKHE Kazune SHIMIZU, Piano
IV —IIRI— @ KERESL Tatsuya YABE, Concertmaster

SONZ/ D E7 /=28 /\1GH op.18 659
Rachmaninoff: Piano Concerto No.2 in C minor, op.18

[ Moderato
I Adagio sostenuto
I Allegro scherzando

fAE8 / Intermission (20 9)

FrA DATRF— I ZEMFEAE NG op.36 @)
Tchaikovsky: Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
I Andantino in modo di canzona

Il Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco
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Kazune SHIMIZU

Piano
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A pianist of superb musicianship with flawless technique and beautiful sound at soft volumes.
Kazune Shimizu took the 1st prize of Concours international Long-Thibaud and also a recital
prize in 1981. To celebrate the 30th anniversary of his debut, he performed his beloved
Rachmaninoff piano concertos 1-4, and Rhapsody on a Theme of Paganini, in a single concert
in 2011. This amazing achievement proved that he had been a leading pianist on the world
stage. From April 2016, Shimizu has begun a chamber music concert series entitled “Geigeki
Brunch Concert,” which is held six times per year. He is a professor of Toho Gakuen School of
Music and Graduate School.
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Program notes by Robert Markow

Rachmaninoff:
Piano Concerto No.2 in C minor, op.18

I Moderato
I Adagio sostenuto
I Allegro scherzando

Sergel Rachmaninoff: Born at Oneg (an estate near Novgorod), April 1, 1873; died
in Beverly Hills, California, March 28, 1943

Rachmaninoff’s Second Piano Concerto, one of the most beloved in the entire
repertory, had a strange genesis. The harrowing experience of the utter failure of
the composer’s First Symphony (1897) had plunged him into deep melancholy, and
he shunned both the social and musical worlds. He finally consented to see a Dr.
Nicolai Dahl, who had acquired a reputation for successfully treating nervous dis-
orders through hypnosis and auto-suggestion. By inducing Rachmaninoff to repeat
over and over phrases such as “You will begin to write your concerto ... You will
work with great facility ... The concerto will be of excellent quality ...” while in a
hypnotic daze, the young composer’s creative impulses were recharged.

The second and third movements were ready for performance on December
15, 1900, and the first complete performance took place on November 9 of the fol-
lowing year. On both occasions, Rachmaninoff was the soloist, and the conductor
was his cousin and former teacher Alexander Siloti. The score bears a dedication to
the man who had made it all possible, Dr. Dahl. Popular success was immediate,
Rachmaninoff’s spirits soared, and in his renewed mood of self-confidence, he mar-
ried in 1902. In 1904, the concerto won him the first of two Glinka prizes (the
other came in 1906 for his Second Symphony). Through its sweeping melodies,
extravagant grandeur, melancholy, and passion, Rachmaninoff’s Second Piano
Concerto makes an unabashed appeal to the emotions, and justifiably qualifies as
the most popular piano concerto of the twentieth century.

The opening chords for the soloist have been described as a summation of all
that is most noble in the piano, a sort of monument to the concert grand. The vio-
lins give forth the broadly flowing first theme with the piano as accompaniment.
The piano presents the warmly lyrical second theme in E-flat major. Although the
plano writing is overtly virtuosic, there are also numerous passages where the solo-
ist assumes the role of accompanist.

The second movement is in E major, a remote key from the concerto’s basic
tonality of C minor. However, the movement begins in the latter key, only later
moving to E major. Following a few chords in the muted strings, the solo clarinet,
accompanied by the piano, intones the movement’s principal melodic idea, which
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surely ranks as one of the most ineffably beautiful ever written. The mood is one of
midnight poetry and quiet reflection. During the thematic working out the pace
quickens. After a brief cadenza, we hear once more that memorable theme in the
violins. For a coda, the piano plays a new thematic idea in block chords, accompa-
nied by left-hand arpeggios and triplets in the woodwinds. The movement closes in
serene peace.

The third movement, dramatic and colorful like the first, also has two themes,
the first militaristic and noble, announced by the soloist; the second broadly lyrical,
heard first in the violas and oboe. The movement incorporates a fugato based on
the movement’s main theme. First violins alone state the theme lightly and softly;
the piano answers almost immediately and continues while other instruments take
turns at the theme. Both themes are worked out in various additional ways and the
concerto ends in a blaze of virtuosity.

Tchaikovsky:
Symphony No.4 in F minor, op.36

I Andante sostenuto - Moderato con anima
II Andantino in modo di canzona

I Scherzo: Pizzicato ostinato. Allegro

IV Finale: Allegro con fuoco

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

Love, grief, crisis, and destiny were favorite themes of the nineteenth-century
Romantic composers, and nowhere in Tchaikovsky’s life do they occur more dra-
matically than in the year 1877. This was the year in which he became involved
with a neurotic young music student named Antonina Milyukova, made the disas-
trous mistake of marrying her, separated just ten days later, attempted suicide
shortly thereafter, and, concurrently with all this, entered into that extraordinary
relationship with Mme Nadezhka von Meck, the wealthy patroness whom
Tchaikovsky was never to meet but with whom he exchanged what is perhaps the
most famous body of correspondence in the history of music. In 1877 he also wrote
his Fourth Symphony. Unavoidably bound up in its creation were the external
events of that fateful year.

Tchaikovsky admitted to Mme von Meck that the whole affair with Antonina
had been a farce, and that she was “a woman with whom I am not the least in
love.” Fate was to blame for bringing them together, he firmly believed. The first
performance took place in Moscow on February 22, 1878, with Nicolai Rubinstein
conducting.
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An imperious, strident fanfare opens the symphony. This motif has often been
linked to “Fate,” and reasserts itself at significant structural points throughout the
movement. Following the fanfare introduction, violins and cellos present a sad, lan-
guid line, in movimento di valse, full of pathos, gloom, and rhythmic irregularities,
rocking restlessly back and forth, sliding downward in bleak despair, then upward
in renewed hope. Woodwinds then repeat the long theme. Tchaikovsky’s love of
contrasts can be observed in the second theme, introduced by the clarinet and con-
tinued by the cellos. Here the rhythm is more secure, the melody more tuneful, the
mood lilting and comforting. The harsh reality of fate has been replaced by tender
visions and dreams.

To offset the harrowing dramas and intense turbulence of the long first move-
ment, Tchaikovsky follows it with music of lonely melancholy and nostalgia. His
choice of the plaintive sound of the oboe to present the principal theme represents
still another example of his sure mastery of tone color.

The Scherzo brings a completely new sonority — the entire string section
playing pizzicato (plucked) in an effect reminiscent of a balalaika orchestra. This
moto perpetuo is suddenly interrupted by an oboe playing a tune that suggested to
the composer the ditty of a drunken sailor. Then comes still a third timbral block,
the brass, softly intoning military music as if from the distance (Tchaikovsky’s
description).

Anyone who has dozed off during the Scherzo is going to be rudely awak-
ened by the finale’s explosive, brashly sensational opening. The second idea is pre-
sented almost immediately by the woodwinds — a variant of a popular Russian
folksong. The festive mood returns for the third theme, a quick, march-like affair
hammered out by the full orchestra accompanied by plenty of drums and cymbals.
Tchaikovsky repeats, develops and combines these three ideas in multifarious
ways. The movement’s irresistible momentum pauses only long enough for an
intrusion of the “Fate” motif. But this is quickly dispelled, and the symphony roars
to a deliriously joyful conclusion.

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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Andrew Litton is Music Director of New York City Ballet, Principal Guest Conductor of Singapore
Symphony, Conductor Laureate of Bournemouth Symphony, and Music Director Laureate of
Bergen Philharmonic. He was formerly Principal Conductor of Bournemouth Symphony and
Music Director of Dallas Symphony. Litton has performed with orchestras including BBC
Symphony, Ulster Orchestra, City of Birmingham Symphony, Deutsches Symphonie-Orchester
Berlin, Orquesta Sinfonica de Galicia, Royal Swedish Orchestra, and Colorado Symphony. He
has led major opera companies such as Metropolitan Opera, Royal Opera House, Opera
Australia, Deutsche Oper Berlin, and Bergen National Opera. Born in New York City, Litton
earned both Bachelor’s and Master’s degrees from Juilliard School in piano and conducting.
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Tue. 31 May 2022, 19:00 at Suntory Hall

518 @ 77>RU1—-UwRZ/ Andrew LITTON, Conductor
I7AFUY @ T I[ES* Mayumi KANAGAWA, Violin*
V- 29— @ IUHASF Kyoko SHIKATA, Concertmaster

VUTA - RITA4— 1 FA4LE—X (2000) 62
Cindy McTee: Timepiece (2000)
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Bernstein: Serenade, after Plato's Symposium *

Phaedrus - Pausanias: Lento - Allegro marcato
Aristophanes: Allegretto

Eryximachus: Presto

Agathon: Adagio

Socrates - Alcibiades: Molto tenuto - Allegro molto vivace
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Copland: Symphony No.3

Molto moderato, with simple expression

Allegro molto

Andantino quasi allegretto

Molto deliberato (freely, at first)- Doppio moviment, allegro risoluto
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Acclaimed Berlin-based violinist Mayumi Kanagawa is a recipient of the 4th prize at 2019
International Tchaikovsky Competition and the second & Best Concerto prize at 2018
Concours international Long-Thibaud-Crespin. Mayumi has soloed with many orchestras
including Prague Radio Symphony, Mariinsky Theatre Orchestra, Deutsche
Kammerphitharmonie Bremen, Finnish Radio Symphony, and Belgian National Orchestra. She
studied with Kolja Blacher, Yoshiko Nakura, Masao Kawasaki, and Robert Lipsett. She per-
forms on a Petrus Guarnerius (Mantua, late 17th century) violin, on generous loan from the
Deutscher Musikinstrumentenfonds of the Deutsche Stiftung Musikleben.
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Cindy McTee:
Timepiece

Commissioned by the Dallas Symphony Orchestra for its 100th Anniversary Season,
Timepiece was premiered on February 17, 2000 under the direction of Andrew
Litton.

I entitled the work, Timepiece, not only for its connection to the celebration
of special events marking the Dallas Symphony Orchestra's one hundredth anniver-
sary and the beginning of a new millennium, but also for the manner in which
musical time shapes the work. The piece begins slowly, “before” time, in a womb-
like, subjective, holding place. And then a clock-like pulse emerges, takes control,
and provides the driving force behind a sustained, highly energized second section
of about six minutes.

Much of my recent thinking about music is informed by the writings of Carl G.
Jung who, in the words of Anthony Storr, “felt that the whole energy of mental
functioning” sprang from the tension between the oppositions of conscious and
unconscious, of thought and feeling, of mind and body, of objectivity and subjec-
tivity. So too have the integration and reconciliation of opposing elements become
important aspects of my work. The frequent use of circular patterns, or ostinatos,
offers both the possibility of suspended time and the opportunity for continuous
forward movement. Carefully controlled pitch systems and thematic manipulations
provide a measure of objectivity and reason, while kinetic rhythmic structures
inspire bodily motion. Discipline yields to improvisation, and perhaps most impor-
tantly, humor takes its place comfortably along side the grave and earnest.

(Cindy McTee)

Cindy McTee

Hailed by the Houston Chronicle as a composer whose music
reflects a charging, churning celebration of the musical and cultural
energy of modern-day America, Cindy McTee (b. 1953 in Tacoma, WA)
brings to the world of concert music a fresh and imaginative voice. She
has received numerous awards for her music, most significantly: two
awards from the American Academy of Arts and Letters and a Music
Alive Award from Meet The Composer and the League of American
Orchestras. The works of Cindy McTee have received performances by
leading ensembles and orchestras including Cleveland Orchestra,
Philadelphia Orchestra, Los Angeles Philharmonic, Eastman Wind Ensemble, Philharmonia
Orchestra, Orchestre National de Lyon, Helsinki Philharmonic, Moscow Philharmonic, and sym-
phony orchestras of Baltimore, Boston, Chicago, Dallas, Detroit, Indianapolis, Pittsburgh, and St.
Louis. She enjoyed a 30-year teaching career - 3 years at Pacific Lutheran University and 27
years at University of North Texas where she retired as Regents Professor Emerita in 2011.
Later that year, she married conductor, Leonard Slatkin. Their principal place of residence is in
St. Louis, Missouri.

©Laurie Tennent
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Bernstein:
Serenade, after Plato's Symposium

I Phaedrus - Pausanias: Lento - Allegro marcato

I Aristophanes: Allegretto

Il Eryximachus: Presto

IV Agathon: Adagio

V Socrates - Alcibiades: Molto tenuto - Allegro molto vivace

Leonard Bernstein: Born in Lawrence, Massachusetts, August 25, 1918; died in New
York City, October 14, 1990

Bernstein’s catalogue of compositions ranges from the deeply serious to
Broadway, encompassing symphonies, chamber music, ballet scores, religious cho-
ral works, opera, film scores, jazz and even elements of pop and rock music. The
Serenade is generally regarded as one of Bernstein’s most serious works, yet even
within this single composition can be found an eclectic mix of seriousness and
humor, classical forms (sonata, fugue) and jazz, austerity and buoyancy.

Bernstein wrote the Serenade in 1954, ten years after having made his mark
as a serious composer with the Jeremiah Symphony. The circumstances of the pre-
miere amply represented Bernstein’s international spectrum of activities and recog-
nition: he conducted the Orchestra Del Teatro La Fenice in his new score based on
a literary work from Classical Greece at the Teatro Fenice in Venice (September
12, 1954) with an American soloist (Isaac Stern).

When Bernstein wrote the Serenade he was 35 and already head of the con-
ducting and orchestra departments at the Berkshire Music Center (summer home of
the Boston Symphony at Tanglewood), professor at Brandeis University, a conduc-
tor in great demand around the world (his New York Philharmonic tenure was to
come later, from 1958-1969, though he was a frequent guest conductor of this
orchestra since his auspicious debut in 1943), and a composer with such successes
as the ballets Fancy Free and Facsimile, the film score for On the Waterfront, the
Broadway musical On the Town, and two symphonies to his credit. In 1954,
Bernstein decided to take a vacation from his normal frenetic round of duties and
spend the summer in Europe, just composing a work inspired by his recent re-read-
ing of Plato’s Symposium, that illustrious dialogue between guests at a dinner party
over the nature of love in its various forms. This became the Serenade to which
Bernstein, as fluently communicative in words as in notes, appended the following
explanation:

“There is no literal program for this Serenade. ... The music, like the dialogue,
is a series of related statements in praise of love, and generally follows the Platonic
form through the succession of speakers at the banquet. The ‘relatedness’ of the
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movements does not depend on common thematic material, but rather on a system
whereby each movement evolves out of elements in the preceding one. ... For the
benefit of those interested in literary allusion, I might suggest the following:

I. Phaedrus - Pausanias: Phaedrus opens the symposium with a lyrical ora-
tion in praise of Eros, the god of love (fugato, begun by the solo violin). Pausanius
continues by describing the duality of lover and beloved. This is expressed in a
classical sonata-allegro, based on the material of the opening fugato.

II. Aristophanes: Aristophanes does not play the role of clown in this dia-
logue, but instead that of the bedtime story-teller, invoking the fairytale mythology
of love.

ITI. Erixymathus: The physician speaks of bodily harmony as a scientific
model for the workings of love-patterns. This is an extremely short fugato-scherzo,
born of a blend of mystery and humor.

IV. Agathon: Perhaps the most moving speech of the dialogue. Agathon’s
panegyric embraces all aspects of love’s powers, charms and functions. This move-
ment is a simple three-part song.

V. Socrates - Alcibiades: Socrates describes his visit to the seer Diotima,
quoting her speech on the demonology of love. This is a slow introduction of great-
er weight than any of the preceding movements, and serves as a highly developed
reprise of the middle section of the Agathon movement, thus suggesting a hidden
sonata-form. The famous interruption by Alcibiades and his band of drunker revel-
ers ushers in the Allegro, which is an extended rondo ranging in spirit from agita-
tion through jig-like dance music to joyful celebration. If there is a hint of jazz in
the celebration, I hope it will not be taken as anachronistic Greek part-music, but
rather the natural expression of a contemporary American composer imbued with
the spirit of that timeless dinner party.”

(Robert Markow)

Copland:

Symphony No.3
I Molto moderato, with simple expression
I Allegro molto

Il Andantino quasi allegretto
IV Molto deliberato (freely, at first) - Doppio moviment, allegro risoluto

Aaron Copland: Born in Brooklyn, November 14, 1900; died in North Tarrytown,
New York, December 2, 1990

In 1943, when Aaron Copland received the commission from the
Koussevitzky Music Foundation to write his Third Symphony, he had risen to
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become one of America’s most prestigious composers. His famous “western” pieces
— Billy the Kid, Rodeo and EIl Salon México — were already well behind him. Friends
and colleagues had been pressuring him for some time to write a big symphony (his
previous works of this genre were relatively modest affairs), but Copland had resist-
ed — his musical proclivities did not lend themselves to the traditional forms and
developmental processes of an extended symphony. Nevertheless, he acquiesced.

He went off to a small village in Mexico to begin work, incorporating ideas he
had accumulated over the years against the possibility of writing such a symphony.
The work was finished in the late summer of 1946, and the premiere took place in
Boston on October 18. Naturally Serge Koussevitzky conducted. It is Copland’s lon-
gest purely symphonic work. The following comments represent an abridged ver-
sion of the composer’s own description of his symphony:

I. The opening movement, which is broad and expressive in character, opens
and closes in the key of E major. (Formally it bears no relation to the sonata-allegro
with which symphonies usually begin.) The themes — three in number — are plainly
stated: the first is in the strings, at the very start without introduction; the second in
related mood in violas and oboes; the third, of a bolder nature, in the trombones
and horns. Both the first and third themes are referred to again in later movements
of the Symphony.

II. The form of this movement is the usual scherzo, with first part, trio and
return. The main theme is stated three times in Part I: at first in the horns and vio-
las, then in unison strings, and finally in augmentation in the lower brass. After the
climax is reached, the trio follows without pause. Solo woodwinds sing the new trio
melody in lyrical and canonical style. The recapitulation of Part I is not literal.

III. The third movement is the freest of all in formal structure. The various
sections are intended to emerge one from the other in continuous flow. High up in
the unaccompanied violins is heard a rhythmically transformed version of the third
(trombone) theme of the first movement of the Symphony. A new and more tonal
theme is introduced in the solo flute: at first with quiet singing nostalgia, then faster
and heavier — almost dance-like; then more childlike and naive, and finally more
vigorous and forthright.

IV. The final movement follows without pause. The opening fanfare is based
on Fanfare for the Common Man, which I composed in 1942. In the present ver-
sion it is first played pianissimo by flutes and clarinets, and then suddenly given
out by brass and percussion. The fanfare serves as an introduction to the main
body of the movement. A first theme in animated sixteenth-note motion; a second
theme — broader and more song-like in character. The development as such con-
cerns itself with the fanfare and first theme fragments. A shrill tutti chord, with flut-
ter-tongued brass and piccolos, brings the development to a close. What follows is
not a recapitulation in the ordinary sense. The symphony concludes on a massive
restatement of the opening phrase with which the entire work began.

(Robert Markow)
For a profile of Robert Markow, see page 12.
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