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Krzysztof Urbanski studied conducting at Fryderyk Chopin University of Music in Warsaw
with Antoni Wit. In 2007, he won the 1st prize at the Prague Spring Conducting Competi-
tion. Urbanski served as Music Director of Indianapolis Symphony and as Chief Conduc-
tor and Artistic Leader of Trondheim Symfoniorkester & Opera; in 2017 he was appoint-
ed Honorary Guest Conductor of this orchestra & Opera. He was Principal Guest Conduc-
tor of Tokyo Symphony and of NDR Elbphilharmonie Orchester. Currently, Urbanski holds
the position of Principal Guest Conductor of Orchestra della Svizzera italiana, Chief Con-
ductor of Berner Symphonieorchester, and Music and Artistic Director of Warsaw Philhar-
monic. Urbanski has appeared with Symphonieorchester des Bayerischen Rundfunks, Ber-
liner Philharmoniker, Sachsische Staatskapelle Dresden, Gewandhausorchester Leipzig,
Muinchner Philharmoniker, Bamberger Symphoniker, London Symphony, Philharmonia

Orchestra, Tonhalle-Orchester Zirich, Orchestre de Paris, Chicago Symphony, New York
Philharmonic, Los Angeles Philharmonic, and San Francisco Symphony, among others.
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[50th Anniversary of Shostakovich's death]
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Fri. 16 May 2025, 19:00 at Suntory Hall
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Sat. 17 May 2025, 14:00 at Suntory Hall

51 @ Q:J:JJ_I\j'j)IJ/\“\/X:F Krzysztof URBANSKI, Conductor
£7/ @ 74T UTF  Anna TSYBULEVA, Piano
IVY—hYR9— @ KERESY Tatsuya YABE, Concertmaster

RUFVYF LEOBHEITETIRI 1w

Penderecki: Threnody to the Victims of Hiroshima

VaRYIA—"T«F  E7 /B EHE2E ~NKFA op.102 0o

Shostakovich: Piano Concerto No.2 in F major, 0p.102
I Allegro T Andante 1T Allegro

A28 / Intermission (20 %)

aRY A—"T 4 F  TEHESTE 55958 opa7 wr»)
Shostakovich: Symphony No.5 in D minor, op.47

I Moderato T Allegretto @I Largo N Allegro non troppo
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2015%F., U—XERET / - AVT7—)UTEE. ERNGHEYZR0T,

Oy 7EMBOHENED—DTHINTTF v - FrI T AHNELEE, ERITHRE
IR, ERIVBERERTCN—CILBEXRETHEZRH. ERIDBERAZMR
HIET Ulce PLARTIVS L aEILARD, )N F - RF—)b. TaIUN—FZ—-
WIEVTIII, Fa—Uvke - b=\, D4TFT - T—ILBRESLOEBNRES
TUYA I I EENT WD, TNETICRILNAY N TAIU, TS5VTTIUNEOEE (hrE),
WV VE, LBERAY - Talb. OA VI - USSP =)L TA)VIREE, PS5V 7
WF«4 /T, =7« TSI —. Yardy -~A(DO—R 21— -FI)H—/T. 7
yaRT - OV RFSOEB CHE,

COR [T S—LR  E7 /HEME2E] [Fayy— giEHE] REEZVTF LT
S3wIZANSUU—ILTWVS,

Anna Tsybuleva shot into the international spotlight in 2015 when she was crowned 1st
Prize Winner of Leeds International Piano Competition. Born in 1990, she was raised in
Karachay-Cherkess Republic. Tsybuleva studied at Moscow Central Music School, Mos-
cow Conservatory, and Hochschule fir Musik Basel. She completed post-graduate studies
at Moscow Conservatory. Tsybuleva has gone on to triumph in recital on many of the
greatest international stages, including Concertgebouw (Amsterdam), Palais des Beaux-
Arts, Philharmonie Luxembourg, Tonhalle Zurich, and Wigmore Hall. Recent and forth-
coming highlights as concerto soloist include engagements with Dortmunder Philharmon-
iker, Frankfurt Radio Symphony, Luzerner Sinfonieorchester, Nordwestdeutsche Philhar-
monie, and Royal Liverpool Phitharmonic. She has the pleasure of collaborating with such
conductors as Alain Altinoglu, Mark Elder, Jonathon Heyward, Yuri Temirkanov, and
Krzysztof Urbanski.
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Program notes by Robert Markow

Penderecki:
Threnody to the Victims of Hiroshima

Krzysztof Penderecki: Born in Debiga, district of Krakéw, Poland, November 23,
1933; died in Krakéw, March 29, 2020

Until his death five years ago, Krzysztof Penderecki ranked as Poland’s most
renowned living composer. He rose to prominence during the late 1950s and ear-
ly1960s with his staunchly avant-garde sound world. He then moved into a neo-
romantic phase, and then, in the early 1980s, into a synthesis that combined the
expressivity of neo-romanticism with various experimental elements from his early
works. Millions of people have unknowingly heard Penderecki’s music via the medi-
um of film: The Exorcist (1973), The Shining (1980), Fearless (1993), Shutter
Island (2010) and Twin Peaks (2017) are just some of the films that incorporate
his scores. There is even an asteroid named after him (No. 21059)!

Penderecki’s catalogue leans heavily toward the orchestral (including eight
symphonies and concerted works for nearly every instrument in the orchestra) and
the sacred choral repertories. Many of his works are reflections of a deep and abid-
ing concern for the human condition. (As a child he watched Jews being massacred
by the Nazis in his home town of Debica.) Threnody to the Victims of Hiroshima
is one of these. It is also one of Penderecki’s earliest orchestral scores, and remains
one of his most frequently performed. It was written for 52 string instruments and
first performed by the Krakéw Philharmonic on September 22, 1961 with Andrzej
Markowski conducting. It is dedicated to those killed or wounded as a result of the
first wartime detonation of an atomic bomb, an event that took place on August 6,
1945. The Threnody (lament) won the Tribune Internationale des Compositeurs
UNESCO prize in 1961.

Though short in minutes (between eight and nine), the Threnody makes a
powerful impact on the listener. Melody, harmony, rhythm — the elements of most
music heard in concert halls — are non-existent. Instead, it is textures, colors,
dynamic levels, and sonoric effects that Penderecki employs to convey his message.
Instruments are often massed into tone clusters consisting of adjacent semitones or
quarter-tones (an effect possible only on string instruments) — clusters that expand
and contract in density; clusters that increase and decrease in volume; clusters in
contrasting ranges of high and low; clusters in isolation or juxtaposed with others;
clusters that slide, and clusters that are permanently fixed. These, as well as vari-
ous percussive techniques and types of vibrato, combine into what Anthony Burton
has called “apt musical metaphors for human terror, panic, and grief in the face of
some great disaster.”
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Shostakovich:
Piano Concerto No.2 in F major, op.102

I Allegro
I Andante
I Allegro

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

Shostakovich wrote this light-hearted, carefree work in early 1957 for his son
Maxim, who was just eighteen at the time and a student at the Moscow
Conservatory. (He later went on to an international career as conductor and pia-
nist.) Maxim performed the solo part in the world premiere on the occasion of his
nineteenth birthday, on May 10. Years later, history repeated itself when Maxim’s
own son in turn, Dmitri Jr., filled the same role in a recording by I Musici de
Montréal on the Chandos label, with Maxim now on the podium.

The concerto fairly bubbles over with youthful high spirits. Though highly
extroverted and superficially virtuosic much of the time, it is not particularly diffi-
cult in a technical sense. Shostakovich was careful to write music playable by a
young performer. The finale even contains a joke in the form of a passage from the
famous (or infamous!) Hanon five-finger exercise book known to nearly every
young pianist. Elsewhere are suggestions of other routines aspiring pianists have to
practice: scales, arpeggios, chords, repeated notes, octaves, etc., all cleverly dis-
guised in Shostakovich’s concerto as “real” music. The opening passage for the
soloist is a comically rigid line so simple that a child could play it. This is followed
by more difficult writing, a zippy tune that suggests to some listeners a child’s toy
shop and to others an American ditty “What Shall We Do with the Drunken
Sailor?” The two styles alternate and even combine at times throughout the move-
ment, always with prankish good humor and ebullient effect. The slow movement
simmers down for a sweetly sentimental interlude. Without pause comes the viva-
cious finale, whose most notable feature is its second theme set to a lopsided
rhythmic pattern in 7/8 meter.
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Shostakovich:
Symphony No.5 in D minor, op.47

I Moderato

II Allegretto

Il Largo

IV Allegro non troppo

Many of the works we today hail as masterpieces suffered difficult birth
pangs. But Shostakovich’s Fifth Symphony sprang into the world fully accepted. In
this case, there is a double irony, for the composer managed to please two entirely
different, in fact, diametrically opposed, ideological fronts simultaneously, right
from the symphony’s premiere on November 21, 1937 in Leningrad (today St.
Petersburg again): 1) Soviet officialdom, which was demanding from Shostakovich
music free of “formalistic perversion,” that is, music easily intelligible to the Soviet
masses; 2) those who believed in the mandate for a creative artist to produce only
according to the dictates of his esthetic impulses and personal convictions.

Shostakovich subtitled his symphony “A Soviet Artist’s Reply to Just Criticism”
as a palliative to the heavy-handed government critics who had mercilessly railed
at his opera Lady Macbeth of Mtsensk and other works. Further for the benefit of
Soviet officialdom, Shostakovich claimed that the symphony had as its theme “the
making of a man. ... The finale is the optimistic solution of the tragically tense
moments of the first movement.”

Government officials swallowed the hypocrisy. The composer’s true feelings
were revealed to the public, at least in the West, only years later: “I never thought
about any exultant finales, for what exultation could there be? The rejoicing is
forced, created under threat.” Occupying a middle ground between the forces of
the exhilarated and the bitter we might simply take the traditional romantic view of
a big symphony as a generalized portrayal of conflict and struggle leading to tri-
umph, as seen in such works as the Fifth Symphonies of Beethoven, Tchaikovsky
and Mabhler.

Needless to say, one is free to accept or reject any or all of these interpreta-
tions, and to listen to the symphony only as an abstract configuration of purely
musical components.

The work abounds in extended but easily recognizable and memorable
themes that lend themselves to fragmentation and development. There are passag-
es of haunting beauty (the closing pages of the first movement especially, described
by one writer as “strange spatial loneliness” ); pressing intensity (the inexorable
build-up to the climax of the third movement); mordant wit (the cumbersome, gro-
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tesquely ponderous effect of the opening of the second movement, set off by
squealy high woodwinds a moment later); strident militarism (the sardonic march in
the first movement or the principal theme of the finale); and an almost unlimited
number of imaginative and inventive orchestral effects: fanfares, extremes of range
(the finale’s coda begins with horns in unison playing the lowest note but one in
the entire repertory for that instrument), prominent use of piano and celesta, wide
leaps with mischievous effects, unexpected contrasts of high/low and loud/soft,
and chamber-music delicacy contrasted with massive tuttis.

Regardless then of the ideological, philosophical, or musical preconceptions
and attitudes one brings to bear on Shostakovich’s Fifth Symphony, the music has
shown itself capable of both absorbing and transcending them all, and in so doing,
has secured for itself a secure niche in the pantheon of the world’s greatest and
most popular symphonies.

For a profile of Robert Markow, see page 45.

Message
Shostakovich’s Fifth Symphony

“This genuine masterpiece represents a mirror image
of the world around Shostakovich.”

4C.ulia Wesely Krzysztof Urbanski, translated by John Thornley

Shostakovich’s Fifth is without doubt one of the greatest symphonies ever
written, and it is also one of my personal favorites. This genuine masterpiece repre-
sents a mirror image of the world around Shostakovich: in it he depicted in music
the reality of life in Leningrad in 1937 from his own perspective. For him this was
the ‘worst of times’. After the premiere of Lady Macbeth of Mtsensk and the offi-
cial denunciation of the opera prompted by Stalin’s stormy reaction to the work,
the composer was closely watched by the Party. Shostakovich himself was sum-
moned for interrogation, but escaped due to a twist of fate, when his interrogator
was himself arrested. Every day the composer felt a constant fear for his own life,
and for the safety of his family; rightly so, for during the time of ‘Great Terror’
many Soviet citizens were arrested without warning and either secretly executed, or
sent to the Gulag. He kept a small, packed suitcase always ready, day and night,
for his seemingly inevitable arrest.

This sense of threat however did not silence his need to compose. He had to
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find a way to cope with the sense of pressure, and to create new music which
would please the authorities and keep the danger of public criticism at a safe dis-
tance. His Fourth Symphony had been denounced for its dissonances, its bleak
atmosphere, and its ending, fading away into silence. So for his Fifth Symphony the
composer deliberately simplified his musical language in order to produce a work
that might be considered ‘accessible’ by the Party: one that would be perceived as
full of positive spirit, with a resoundingly triumphant conclusion.

One might imagine that such dubious circumstances could have destroyed
the talented young composer, and turned him into a Soviet propagandist. For on
the surface, the piece appears to be full of orchestral bravura, optimistic, ‘happy’.
On the contrary, I believe the symphony to be actually extremely tragic. If you look
closely enough, you can discover many layers to it — like one of those Russian pup-
pets containing a large series of dolls beneath the outside, each one when removed
revealing another more compact doll beneath it. For the truly fascinating aspect of
this score is that the composer’s most personal thoughts lie hidden between the
notes.

The symphony — at least to me — seems to fall into two main parts. In the
first two movements Shostakovich describes the world as an observer, a detached
narrator. It is as if he is sitting there on the windowsill and looking out on a bizarre,
disordered world, appearing in the muted tones of black and white. A world that
seems entirely bereft of hope. Every phrase in the first movement rises up in hope,
but then falls back into a depressed state of pessimism.

Even the second movement ‘Allegretto’ has a hidden message. On the outside
it might sound like a comedy, a joke, a scherzo; but we must bear in mind that in
such an unhuman environment — one where speaking the truth could lead to cer-
tain death — sarcasm, irony, and the grotesque become a way to disguise reality. In
this movement, Shostakovich makes us see the world in the distorting mirror of a
carnival. It is as if a ‘Waltz’ from a Tchaikovsky ballet — the most elegant of social
dances — were being presented on a muddy, filthy street, by a bunch of ragged,
down-at-heel drunkards.

For me, the key to the whole symphony is in its third movement. Here the
composer takes us to an entirely different, transcendently personal dimension: the
drama takes place inside his very soul. This must surely be the most personal music
he ever wrote. The whole movement is a prayer — a conversation with his inner
self. It seems to take place in a Russian Orthodox Church, where strings imitate the
sound of a church choir. The solo winds voice his own, personal thoughts, in a way
that is both intimate and moving. And the movement ends with a two-note
‘A-men’.

Then begins the real tragedy. The NKVD, Stalin’s secret police, enter on the
scene, with a theme I think of as a ‘motif of terror’. They are after him in earnest,
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and a deadly chase begins. It is fascinating to analyze Shostakovich’s metronome
markings: he starts the ‘Allegro non troppo’ at a quite moderate walking pace of 88
quarter notes per minute, but already by the eighth bar he asks for ‘accelerando
poco a poco’ — i.e. for the tempo to become gradually faster and faster. Three bars
later, the chase sets in at a tempo of 104 beats per minute, and every few pages it
accelerates further: to 108, 120, 126, 132 ... It is as if Shostakovich is looking back
only to find his pursuers still following him. So he runs away faster and even faster
until — or at least so it seems — he has finally escaped his tormentors. But freedom
turns out to be an illusion. We have now reached the fastest metronome marking
of all — with a half-note at 92 beats per minute, almost exactly twice as fast as the
opening. However, as the music we now hear — the menacing opening theme — is
notated at double the original note-lengths, it is as if we have come round in a cir-
cle, for the ‘motif of terror’ is therefore now heard at the same speed as at the
beginning. Our protagonist is caught in a trap, and the bitter truth dawns on him: it
doesn’t matter how fast you run — they will always get you.

Now, with a low ostinato A obsessively beaten out by the timpani, the
victim’s brainwashing begins. And when the end of the symphony arrives, we hear
this ‘motif of terror’ in a completely new light. For the bright, open key of D major
suggests a triumphant finale. Yet Shostakovich himself is said to have declared' that
this constantly, almost neurotically repeated dominant note A, now played by the
whole orchestra, is like a cudgel beating down on the Russian people, and by impli-
cation on the head of the composer too, while the music declares over and over
again: ‘Rejoice! Rejoice! Your business is to rejoice!” Here Shostakovich was refer-
ring to the scene of Mussorgsky’s opera Boris Godunov in which the ruthless boyar
nobles beat the crowd into feigning a joyous acclaim for the new Tsar pretender
Boris — which in turn is an ominous secret reference to the dictator Stalin, to his
notorious need for universal and unquestioning praise, and his brutal punishment
of any dissent.

And so the composer depicts himself as the helpless tool of a tyrannical
regime, as he turns obediently to face his persecutors and repeats: ‘Yes! As a Soviet
artist, my business is to rejoice: my business is to rejoice...” For this moment of noisy

jubilation is, in truth, his own personal tragedy.

1 Solomon Volkov: Testimony: the memoirs of Dmitri Shostakovich (1979)

by courtesy of Alpha Classics
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Kazuhiro
KOIZUMI

Honorary Conductor for Life
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©Fumiaki Fujimoto

ERBMARER TNV VERARICES, 1973FHS Vv VEBIEESE YT —)U
FMLe INFTIINIVIZ - TAIbe Da4—2-Ta)be WA TIVVRBEEE, S22\ To
e TSVRABOET ). OAFIL - Ta)be YHTE, RAMVE, FROANE, YUY
FTToE, FOVRE, EVNIA—)IVEIRENEE, FIERT)LBREE (1975~ 79).
D ZRTESREE (1983 ~ 89), #HEIEEE (1986 ~ 89) /EIFIEEE (1995 ~ 98)
/BREEEES (1998 ~2008) /LITFUN JVFTI— (2008 ~ 13). NEEE
1518E (1989 ~ 96) /BEEE (2013 ~24). HAEYF1U—EEEEEEEE (1992
~95) /BEFEIBESE (2003~ 08) /BEEE (2008 ~ 13). BT,/ EEEEEES
(2006 ~ 18), BEBIIVEHREE (2016 ~ 23) REERFE, 2021F128. BEDH
EHEDDOREBEDHIN—EZ—] (YA ITAHFHE) RSN,

IR, MERFLEEEE. NEBKRGRESEEE. TRV RESEEE.
RNT 4 )VERIEEIEEEZHEO TV D,

Kazuhiro Koizumi studied at Tokyo University of the Arts and at Universitat der Kinste
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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Thu. 5. June 2025, 19:00 at Suntory Hall

5 @ /J b?ﬂ]*@ Kazuhiro KOIZUMI, Conductor
FIVHY @ KARKIE Mari oHKI, Organ
IVH—hYRI— @ KB 52 Akira MIZUTANI, Concertmaster

E—VUPIUh  REME31E ZKFH K297 300a) (/YUY a79)

Mozart: Symphony No.31 in D major, K.297 (300a) “Paris”

I Allegro assai
I Andante
I Allegro

TN SE  FIVAVEFT =T ANS DIz D (&) (1986) (139)

GHt B4 FE1 005 5:&
Yasushi Akutagawa: “Sounds” for Organ and Orchestra (1986)
[Akutagawa 100]

{AE8 / Intermission (20 %)

R.VaRSDR I ESF (VrIboAMSENKEIE)
op.30 (33%)
R.Strauss: Also sprach Zarathustra, op.30
FE ~ BHREFDOALICDOVT ~ KVEZEBNICDOWVT ~ BELBECDONT ~
EDIR ~ ZMITDOVT ~ AL DDH2E ~ FBOR ~ RICIITSSIEDH

Tt | REMEEARREZERKT
®IE R, RABHBERER
YU—RXE | BATHEGRRIEERT
@: AL X LR E B
BARE

(FOEMSRETERE (WBEEH)
IR RITHAA AR LR

TEREE S NRRBEE PEDRBTI .
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Mari OHKI

Organ
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RRBMTAFZRE. BRERET. DAAD (RAVEMRRER). REz—/LEHDE
FEREFTCRAYVICEZL, Vi RYIEUSERZCTTIVI4—k - AZS FHEIL
REIBREAZICTY =T - UUT—(CHIE T D, mE—HORESE CEREERE
WERBTHEE, F3QTIRTI—TEEAIAYIVI— L CHEAGDBER. <A~
YERAIVAY IV T—IVE2M, F650[FSNDOE]|ERSEIVT—ILA IV
3. OB TFIISEYERRIEZEZE,

CORITUYRIVYTL. RIT AT« VAV ZERSAD 51RO
U2 &2020F(CUU—R, 2024F(ChTURYNEE - EEERICEDT 274 - PILINA
[Weaving Colors] [K_EDEZE~ Harmony of the spheres| ZII TiElFTUU—X,
WIE [LO—REM SRR ESVIHTEZE 5. ERNDOEFES—T NS, PUY
VTIWEHESH, NHK FMRES YA HBEPTVHEBERES LAYV EREDERICESH
W,

(—1t) BEFIVAZAMBERRE., RERILEHRAR. RREERF. BH=IL
FRAZCTHEZND, 2018FLI=Za—F)IFV YT+ Z—1h—)b - ZIWHZ AL,

Mari Ohki graduated from Tokyo University of the Arts and its graduate school. During
her studies, she also took part in organ courses in Germany and won numerous prizes.
She received 2nd Prize at the Mainz International Organ Competition and was a prizewin-
ner at the Possehl Competition in Lubeck. In 2009, she began postgraduate studies with
a scholarship from DAAD with Prof. Arvid Gast at Musikhochschule Lubeck, and from
2012 with Prof. Martin Sander at Hochschule fir Musik Detmold. In 2012, Ohki won the
1st Prize at the 3rd International Buxtehude Organ Competition on the significant historic
organs in Libeck as a first Japanese recipient, as well as the 3rd Prize and “The Czech
Music Fund Foundation Prize” at the 65th Prague Spring International Music Festival in
May 2013. She has appeared as a concert organist in numerous cities in both Japan and
Germany. She teaches at Tokyo College of Music, Toyo Eiwa University, and Shizuoka
Eiwa Gakuin University. Ohki is currently the exclusive organist at the Muza Kawasaki
Symphony Hall.
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Program notes by Robert Markow

Mozart:
Symphony No.31 in D major, K.297 (300a) “Paris”

I Allegro assai
I Andante
I Allegro

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

The occasion that called forth this symphony came while Mozart was visiting
Paris in 1778. Joseph Legros, impresario of the Concert spirituel, commissioned
Mozart to write a symphony for his concert series. Mozart wrote it in late May —
early June, and the first performance took place on June 18.

One feature of this symphony that sets it apart from most others by Mozart —
and from all that preceded it - is the size of the orchestra and grandeur of concep-
tion. It requires a full wind complement of pairs of flutes, oboes, clarinets (used for
the very first time in a Mozart symphony), bassoons, horns, and trumpets, plus tim-
pani. The string section Mozart had at his disposal in Paris was far larger than what
he was used to in Salzburg. Fifty-seven musicians took part in that first perfor-
mance in Paris. Mozart did not write a minuet movement, which was not yet
accepted in Parisian symphonies, and kept the harmonic scheme simple through-
out.

Another feature of the symphony, as found in the first movement, was the
premier coup d’archet (the first stroke of the bow), which in French style meant a
loud, big chord from the full string section. Mozart obliged the French by including
all the winds as well. The four-note motto with an upward rushing scale at the end
recurs many times throughout the movement. Among its other appearances, it
serves as a “false recapitulation” when it returns in the key of A major, and only
some time later in the “correct” home key of D major. It is also the last gesture we
hear in this long opening movement.

The central movement has been the subject of considerable debate, for
Mozart wrote two entirely different central movements to go with this symphony.
Legros was dissatisfied with the movement played at the symphony’s premiere, so
the composer humored the man’s questionable judgment and wrote another, also
in G major, shortly thereafter. However, due to confusion regarding tempo mark-
ings and autograph vs. published scores, we are not certain today which was really
the “original” movement. The only means of identifying them unequivocally is by
meter: 6/8 or 3/4. Most orchestras today play the movement in 6/8. (Readers with
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a propensity for musicological musings might enjoy Neal Zaslaw’s seven-page exe-
gesis on the matter in his monograph Mozart’s Symphonies.)

The final movement, unusually, begins softly, and Mozart gauged its effect
correctly. The audience at the first performance was still chattering away following
the conclusion of the slow movement (audience behavior is markedly different
today!), so when the music was perceived through the din, there were cries of
“Hush!, hush!” Just about the point where everyone was “hushed,” the full orchestra
came crashing in with overflowing joy and exuberance. The audience immediately
broke out in applause at being caught off guard like this (another departure from
modern concert decorum). There is a notable quantity of contrapuntal writing in
this movement, but Mozart handles it so deftly that no one would dream of finding
fault with it.

Yasushi Akutagawa:
“Sounds” for Organ and Orchestra (1986)

For the Inauguration Ceremony of Suntory Hall and for the premiere of
“Sounds” for organ and orchestra
(Composer’s Words from the Suntory Hall Inauguration Ceremony Program)

At residential homes, a HALL means a large room where family gathers and
guests are entertained. HALL is a place where people come together to communi-
cate with people.

A hall as a community facility functions similarly as a room for communica-
tion, where people gather to experience what they cannot expect at their own
places of individual lives.

Concert halls do not stand away from this principle, but concert halls exclu-
sively designed for music distinguish themselves from other halls in that the halls
themselves have to play the role of “instruments” to deliver music to the audience.

Orchestra is a congregation of numerous instruments and their players, and
whether the sounds from different instruments collectively create agreeable harmo-
ny or not depends on the environment where such resonance is made to arise. In
order to make various notes which orchestra creates resonate in the best harmony,
we need an ultimate “instrument”, and that is the fundamental role which a concert
hall has to play.

In that sense, when a concert hall with superb quality can provide music at a
level unrivaled by other sites, it should be endowed with indispensable creative
implications.
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A good concert hall, therefore, nurtures good music, good musicians, and
then good audience around them. It is this valuable and creative role that Suntory
Hall can play in the future, and it is the unique honor that only the good concert
halls are entitled to have.

“I dearly want to hear this harmony and that harmony which the orchestra
and the organ spin out”. Such desire never left me while working on this work
“Sounds”, This may have been the reason why I steered a little away from the fes-
tive intent for the occasion.

I have to say I am more than honored to be present, as a composer, at the
historical inauguration of this wonderful hall.

(Yasushi Akutagawa, translated by Tadashi Mikajiri)

Yasushi Akutagawa: Born in Tokyo, July 12, 1925; died in Tokyo, January 31, 1989

Yasushi Akutagawa (1925-89), the third son of the novelist Ryunosuke
Akutagawa (1892-1927), studied at Tokyo Music School (currently Department of
Music at Tokyo University of Arts) under Kunihiko Hashimoto (1906-49) and Akira
Ifukube (1914-2006). He established his reputation with such works as “Trinita
Sinfonica” (1948) and “Musica per Orchestra Sinfonica (Music for Symphony
Orchestra)” (1950), and contributed considerably to the development of Japanese
music arena.

In the early days of his career, he put emphasis on ostinato-based method
influenced by his teacher Ifukube, and tried to establish a clear style, following
composers of Soviet Union. Later, from around 1957, he started to use chromatic
technique frequently and tested avant-garde experiments. Since 1967, however, he
resumed aiming at clear style, taking in what he obtained from his avant-garde
experiments.

“Sounds” for organ and orchestra, which Akutagawa was requested to write
for the inauguration of Suntory Hall, was premiered there at the inauguration cere-
mony by Yuko Hayashi (Organist, 1929-2018) and NHK Symphony Orchestra con-
ducted by Wolfgang Sawallisch (1923-2013). Re-using elements from his “Ostinata
Sinfonica” (1967, revised in 1970), Akutagawa placed ostinato-based composition
at the core and added avant-garde sounds such as tone-clusters around it.

The music starts with a faint sound of antique cymbals (whose motif of three
notes in narrow intervals [A-Bb-Ab) is an important element throughout the work).
After a while of ominous strings, a thrilling tone-cluster explodes in fortissimo.
When it fades down, a group of codes are played by winds and brass on top of
creeping low strings. This also will play an important role later.

Here, the organ comes in, and displays a cadenza alternating between the
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group of codes and toccata-like presto passages in succession. Soon, the orchestra
joins in, and exchanges fierce dialog with the organ.

Then, the rhythm of the conga leads to the section based on “Ostinata
Sinfonica”, his former work. An ostinato passage built with a number of notes with-
in a narrow range of 6 tones (C-Db-D-Eb-E-F) is persistently repeated, combined
with its own extended form, and in front of the background of three-note motif and
the group of codes. Then varying pitch and volume, it expands to the whole
orchestra (organ, however, stays silent) and rises to a height.

When the music rapidly loses its energy, the organ comes back quietly. Then
comes a meditative scene depicted only by flutes (one flute to begin with, then
increase in numbers step by step) and a harp (this section is again based on
“Ostinata Sinfonica”). Other instruments gradually come in, and the brass intensi-
fies the tension, but all is absorbed in the mystic sound of the strings.

Another short cadenza by organ is followed by groups of brass codes. Sharp
strokes of tympani and tam-tam lead to strenuous harmony, before the ostinato
returns powerfully. It subsides once towards the end, but regains the impulse and
culminates, with the organ, in the overwhelming finale of C-major tutti.

(Motoyuki Teranishi, translated by Tadashi Mikajiri)

Premiere: October 12, 1986, at the inauguration ceremony of Suntory Hall, Tokyo.
NHK Symphony Orchestra, Tokyo conducted by Wolfgang Sawallisch
Yuko Hayashi, Organ

R. Strauss:
Also sprach Zarathustra, op.30
(Thus spoke Zarathustra, op.30)

Richard Strauss: Born in Munich, June 11, 1864; died in Garmisch-Partenkirchen,
September &, 1949

Following the sensational successes Strauss enjoyed from his three previous
symphonic poems, Don Juan (1888), Death and Transfiguration (1889) and Till
Eulenspiegel’s Merry Pranks (1895), the world’s most talked-about living compos-
er cast about for ideas for another orchestral extravaganza. This turned out to be
Also sprach Zarathustra (Thus spoke Zarathustra), inspired by the philosophy of
the Persian mystic Zarathustra (Zoroaster), who lived about 600 BC, as related in
Friedrich Nietzsche’s eponymous prose-poem, completed in 1885. Strauss himself
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conducted the first performance with the Orchestra of the Frankfurt Museum
Concerts on November 27, 1896.

There is no explicit story or program to follow, only a generalized line of
thought. Strauss strings together eight connected musical episodes, each entitled
with a chapter heading from Nietzsche’s Zarathustra. (Each section of Nietzsche’s
work ends with the words “Also sprach Zarathustra” ; hence, Strauss’s title.) Across
these eight sections he conveys in musical terms the ongoing conflict of Man with
Nature, and Man’s aspirations to rise above his lowly origins. To give concrete
musical substance to this conflict, Strauss uses two adjacent but harmonically dis-
tant keys, C major for Nature and B minor (later major) for Man.

The eight sections following “Sunrise” are as follows:

Of the Backworldsmen — Man in his primitive state makes his first, tentative
inquiries about life and faith.

Of Great Longing — This section opens with a rapid, surging presentation of
the Man motif, indicating that his quest for self-betterment is moving onward, but
he is still in conflict with Nature and the Church (Magnificat in the organ; Credo in
the horns).

Of Pleasures and Passions — Dense polyphony, ornate melodic lines, sweep-
ing glissandos for the harps, and orchestral virtuosity combine in music of great
expressiveness, as the philosopher reflects on his passionate nature.

The Grave Song — Further development of ideas already presented, begin-
ning with the oboe singing the main theme of the previous section, accompanied
by cellos and bassoons with the Man motif.

Of Science — For one of the most remarkable passages in the score, Strauss
employs a fugue, the most “learned” (scientific) of all musical forms.

The Convalescent — Further development of the scientific fugue subject, led
off by the trombones, which comes into conflict with the Satiety motif. At the cli-
max of this extraordinarily energetic, frighteningly turbulent music, the entire
orchestra, supported by the organ, thunders out the Nature motif.

Dance Song — This is Richard Strauss’s first use of a waltz, the special
domain of an earlier Strauss of a different family. Beginning in a light-hearted and
gay manner, the music eventually gathers energy, whirling its way to an orgiastic
climax as a bell tolls twelve times.

The Night Wanderer’s Song — The music settles into a quiet C major, then
slips gently into B major. The Spirit of Man would seem to have found peace, hap-
piness and fulfillment. But has it truly? Basses softly intone the Nature motif in C,
resolutely refusing to join the B major of Man in the uppermost range of the flutes
and piccolos. Philosophers continue to debate the great issues of existence. The
composer too left his musical argument unresolved. Also sprach Richard Strauss!

For a profile of Robert Markow, see page 45.
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Nodoka Okisawa has been Chief Conductor of City of Kyoto Symphony Orchestra since
2023, and her contract has now been extended a further three years until March 2029.
In February 2024 she was also named as the first ever Principal Guest Conductor of Seiji
Ozawa Matsumoto Festival. She studied at Tokyo University of the Arts and graduated
with a master’s degree. She obtained her second master’s degree at Hochschule fur
Musik Hanns Eisler Berlin. Okisawa is the winner of Concours international de jeunes
chefs d'orchestre de Besangon 2019 and Tokyo International Music Competition for Con-
ducting 2018. From 2020 to 2022, Okisawa held a scholarship at Karajan-Akademie of
Berliner Philharmoniker and was also assistant to Kirill Petrenko. She has performed with
orchestras including Kammerorchester Basel, Winnipeg Symphony, Orchestre sympho-
nique de Québec, BBC National Orchestra of Wales, Royal Scottish National Orchestra,
and Munchener Symphoniker. She now lives in Berlin.
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Promenade Concert No.412
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Sat. 14. June 2025, 14:00 at Suntory Hall
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Sun. 15. June 2025, 14:00 at Muza Kawasaki Symphony Hall
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E7/ @ FZ)IIEIB Keigo MUKAWA, Piano
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I Allegro ma non troppo
I Larghetto
I Finale: Allegro molto
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Frank BRALEY

Piano

©Warner Capucon
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Frank Braley is considered today one of the best French pianists with musical maturity
and clarity. He began studying the piano at the age of four and six years later he gave his
first concert with Orchestre Philharmonique de Radio France in Paris. He entered Conser-
vatoire National Supérieur de Musique de Paris and three years later he was awarded
unanimously first prizes for piano and chamber music. In 1991, he won the First Grand
Prize at the Queen Elisabeth Competition of Belgium. Since then, Braley has been regular-
ly invited to Japan, China, Canada, the United States, and all over Europe, to play with
world leading orchestras under prestigious conductors. He has also actively given recitals
and chamber music concerts, and often played with R. and G. Capucon, Pires, Le Sage,
Pahud, Maisky, and others. Braley was Music Director of Belgium Orchestre Royal de
Chambre de Wallonie from 2014 to 2021 and currently is a teacher at Conservaoire de
Paris.
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Keigo Mukawa won the 3rd Prize at the Queen Elisabeth Competition in 2021, and the
2nd Prize at the Long-Thibaud-Crespin Competition in 2019. Currently based in France,
he performs a wide range of concertos, solo and chamber music. He has performed with
Prague Philharmonic, Orchestre national de France, Brussels Philharmonic, and other
orchestras. He released a recording of Ravel's complete works for solo piano from NOVA
Record in 2022. He has also published his own arrangement of the piano solo version of

Ravel's Ma Mere I'Oye by Muse Press. He was awarded the 33rd Nippon Steel Music
Award Promising New Artist Award and the 33rd Idemitsu Music Award.
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Debussy:
Prélude a l'apres-midi d'un faune

Claude Debussy: Born in St. Germain-en-Laye, August 22, 1862; died in Paris,
March 25, 1918

The inspiration for Debussy’s first orchestral masterpiece came from the
poem “L’aprés-midi d'un faune” (The Afternoon of a Faun, 1876) by the French
Symbolist poet Stéphane Mallarmé. The Symbolists worked with elusive images,
imprecise feelings, evocative atmosphere, sensuous language, abstruse syntax, tran-
sient ideas, inferences and subtleties, all bathed in a suggestive half-light.

Debussy’s musical sensibilities corresponded closely to the Symbolist aesthet-
ic, and having read Mallarmé’s poem sometime around 1877, the composer set
about creating a musical interpretation that influenced the course of much twenti-
eth-century music. Written in 1892-1894, it was first heard on December 22, 1894
in Paris. A faun, incidentally, is a mythological woodland creature which walks
upright like a man, but which has cloven hoofs, horns, a tail and fur like a beast. Its
chief concerns are eating, sleeping and the pursuit of sensuous gratification.

The substance of Mallarmé’s poem, what the English critic Edmund Gosse
called a “famous miracle of unintelligibility,” is described in his well-known synop-
sis as follows: “A faun ... wakens in the forest at daybreak and tries to recall his
experience of the previous afternoon. Was he the fortunate recipient of an actual
visit from nymphs, white and golden goddesses, divinely tender and indulgent? Or
is the memory he seems to retain nothing but the shadow of a vision, no more sub-
stantial than the ‘aired rain’ of notes from his own flute? He cannot tell ... The sun
is warm, the grasses yielding; and he curls himself up again, after worshipping the
efficacious star of wine, that he may pursue the dubious ecstasy into the more
hopeful boscages of sleep.”

The music’s luxuriant effects, its lambent colors and tonal ambiguities are all
a reflection of Mallarmé’s own style. The poet is said to have exclaimed: “This
music prolongs the emotion of my poem and sets its scene more vividly than color.”

Pierre Boulez sums up the historical import of the Faune in these words: “The
flute of the Faune brought new breath to the art of music; what was overthrown
was not so much the art of development as the very concept of form itself, here
freed from the impersonal constraints of [classical forms], giving wings to a supple,
mobile expansiveness, demanding a technique of perfect instantaneous adequacy.
Its use of timbres seemed essentially new, of exceptional delicacy and assurance in
touch.”
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Poulenc:
Concerto for 2 Pianos in D minor

I Allegro ma non troppo
I Larghetto
Il Finale: Allegro molto

Francis Poulenc: Born in Paris, January 7, 1899; died in Paris, January 30, 1963

Francis Poulenc was one of the strangest figures in twentieth-century music.
The deeply thoughtful and the frivolous existed side by side in his dual personality.
He had little harmony instruction and no formal education at all in orchestration,
counterpoint or analysis. Much of his musical conditioning, outlook and taste came
from close contact with, and influence from, contemporaries in Paris during the
teens and twenties, including Erik Satie, Igor Stravinsky, and the members of a
group that music history has come to call Les Six - Louis Durey, Arthur Honegger,
Darius Milhaud, Germaine Tailleferre, and especially Georges Auric. Poulenc too
was one of Les Six, a name bestowed upon the group by a newspaper reporter in
1920, though the members themselves thought of themselves as the Nouveaux
Jeunes (young newcomers). Together they rebelled against the formality and mysti-
cism of Franck, the Impressionism of Debussy, and grand gestures of Romanticism.
These were replaced by the traditional French qualities of wit, brevity and clarity,
along with influences from jazz, music-hall revues, and Balinese gamelan music.
The spirit that infuses the concerto on this program can be found in this excerpt
from Milhaud’s autobiographical journal Notes sans musique (Notes without
Music):

“We used to meet regularly at my home over a period of two years. Paul
Morand would make cocktails and then we went off to a little restaurant at the top
of the rue Blanche ... After dinner we used to roam through the Montmartre fair-
ground, delighted with the old-fashioned roundabouts, the strange shops, quaint
attractions such as the Daughter of Mars, the rifle ranges and lotteries, the menag-
eries and the din from the barrel-organs with their perforated rolls that seemed to
blare out simultaneously every tune and ditty to be heard at that time at the Paris
music-halls and revues ... Eventually we returned to my home. The poets read their
verse and we played our latest works. Many fruitful artistic collaborations may be
traced back to these gatherings, and also certain works illustrating to what amount-
ed to the new music-hall aesthetic.”

The Concerto for Two Pianos was written in 1932 on commission from the
musical patroness Princess Edmond de Polignac. It received its first performance on
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September 5 of that year in Venice with Desire Defauw conducting the orchestra of
the Teatro alla Scala. The composer and his friend Jacques Février were the solo-
ists. This has become one of Poulenc’s most frequently performed compositions,
and one of the very few by a famous composer to feature two pianists in a concer-
to. In fact, aside from Mozart’s it remains the second-best known of its kind.

The work is in three movements and lasts about twenty minutes. The first
opens with dashing scale-like passages in an even rhythmic pattern that gives the
music a grand Baroque flavor. The contradictory nature of Poulenc’s musical mind
is soon revealed in the intrusion of a saucy dance-hall tune. The slow movement
begins with a characteristically charming touch: a solo piano offers a delicate
theme that could easily serve as the Larghetto of a Mozart piano sonata. This
somewhat wistful movement is followed by a finale of great verve and virtuosity
spiked with wit plus a sentimental interlude tucked in for good measure.

Stravinsky:
Le Sacre du printemps (The Rite of Spring)

I L'adoration de la Terre (The Adoration of the Earth)
Introduction - The Augers of Spring: Dances of the Young Girls -
Ritual of Abduction - Spring Rounds - Ritual of the Rival Tribes -
Procession of the Sage - The Sage - Dance of the Earth

II Le Sacrifice (The Sacrifice)
Introduction - Mystic Circles of the Young Girls -
Glorification of the Chosen One - Evocation of the Ancestors -
Ritual Action of the Ancestors - Sacrificial Dance (The Chosen One)

Igor Stravinsky: Born at Oranienbaum (a resort near St. Petersburg), June 17, 1882;
died in New York City, April 6, 1971

Who wrote this fiendish Rite of Spring,
What right had he to write the thing,
Against our helpless ears to fling

Its crash clash cling clang bing bang bing?

The anonymous author of this witty verse, which appeared in the Boston
Herald following the local premiere of Le Sacre du printemps, obviously hadn’t
been able to come to terms with this most revolutionary of masterpieces, even elev-
en years after its riotous Paris premiere in 1913. But Stravinsky’s right to create was
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not really in question. The issue concerned in part the music’s unprecedented
degree of explosive power, volcanic sounds produced by a gigantic orchestra, sav-
age rhythmic impulses, and rending dissonances, all of which combined to provoke
early critics into speaking or writing as if, in the words of Donald Mitchell, “the
music had done them personal injury, physical violence, as if the score of the ballet
were an instrument of aggression.”

But its brutality and violent dissonance were not the only reasons for the
reaction Sacre engendered. It seemed to reach deep into the subconscious, to acti-
vate instinctual, primal feelings and responses that are often depicted in myths. The
mythic, archetypal element of Sacre has led some commentators to interpret the
score in terms of Jungian psychology.

Stravinsky described the moment of conception, which took place during the
spring of 1910 while he was working on The Firebird in St. Petersburg, in these
terms (from Chronicle of My Life): “I saw in imagination a solemn pagan rite: wise
elders, seated in a circle, watching a young girl dance herself to death. They were
sacrificing her to propitiate the god of spring.” He then described the vision to
Serge Diaghilev, director of the Ballets russes, who saw balletic possibilities in it,
and to the designer, painter and archeologist Nicholas Roerich.

Well before Sacre’s premiere, Pierre Monteux, conductor of the historic per-
formance, sensed the approaching trauma. He wrote of his initial acquaintance
with the music: “With only Diaghilev and myself as audience, Stravinsky sat down
to play a piano reduction of the entire score. Before he got very far I was con-
vinced he was raving mad. ... My only comment at the end was that such music
would surely cause a scandal.”

And cause a scandal it did — probably the most famous musical scandal of
the century. At the Théatre des Champs-Elysées in Paris, on May 29, 1913, the
audience almost immediately began laughing, booing, and heckling. Unrest turned
to anger, and then to violence, requiring an appearance by the gendarmes. The
ballet, choreographed by Nijinsky, managed to continue to the end, but for weeks
and months afterwards, newspapers and journals were filled with vivid descriptions
of the event. Carl van Vechten dubbed it “war over art.” Léon Vallas referred to it
as “Le Massacre du printemps.” The whole phenomenon of Le Sacre du printemps
is perhaps most succinctly summarized in Pierre Boulez’ statement: “It has become
the ritual — and the myth — of modern music.”

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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