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Kazushi Ono is currently Music Director of Tokyo Metropolitan Symphony Orchestra,
Music Director of Brussels Philharmonic, and Artistic Director of Opera of New National
Theatre, Tokyo. Ono was formerly General Music Director of Badisches Staatstheater
Karlsruhe, Music Director of La Monnaie in Brussels, Principal Guest Conductor of Filar-
monica Arturo Toscanini, Principal Conductor of Opéra National de Lyon, and Music
Director of Barcelona Symphony.
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Mon. 7 April 2025, 19:00 at Tokyo Bunka Kaikan

EE @ j(@%ﬂ]i Kazushi ONO, Conductor
€7/ @ FU)U- )29 A/ Kirill GERSTEIN, Piano
IVH—hYRI— @ KB 52 Akira MIZUTANI, Concertmaster

NIV EREDT=HDIDD/\GE op.6 (20%)

Berg: Drei Orchesterstiicke, op.6

I Praludium IR
I Reigen HEE
I Marsch 1TEERR

A28 / Intermission (20 %3)

T5—LRE7 /28 ZORKRE ops3 @)
Brahms: Piano Concerto No.2 in B-flat major, op.83

[ Allegro non troppo

I Allegro appassionato

I Andante

IV Allegretto grazioso
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Kirill GERSTEIN

Piano
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Born in the former Soviet Union, Berlin-based American pianist Kirill Gerstein combines
the traditions of Russian and Central European music-making with an insatiable curiosity.
His solo, chamber, and concerto engagements have taken him all over the world. Among
recent highlights, he presents 3 major residencies: Symphonieorchester des Bayerischen
Rundfunks, at home and on tour, with Gilbert, Harding, Manacorda, and Erina Yashima,
London’s Wigmore Hall with a three-part concert series Busoni and His World, and Aix-
en-Provence Festival's 2023 Artist-in-Focus, leading the chamber music Academy, a caba-
ret evening with HK Gruber, and Rachmaninoff’'s Third Piano Concerto with LSO. His most
recent recording, released in June 2023, is an homage to Rachmaninoff with Berliner Phil-
harmoniker and K. Petrenko.
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Program notes by Robert Markow

Berg:
Three Pieces for Orchestra, op.6

I Praludium
I Reigen
Il Marsch

Alban Berg: Born in Vienna, February 9, 1885; died in Vienna, December 24, 1935

Alban Berg’s Three Pieces for Orchestra Op. 6 had a protracted genesis. He
wrote them in 1914, sending the first two to his teacher Arnold Schoenberg in
September as a 40th birthday present, and completing the third piece by the end of
the year. There was no performance of any kind until 1923, when the Prdludium
and Reigen were played in Berlin on June 5 with Anton von Webern conducting
(the much longer Marsch movement had to be omitted due to limited rehearsal
time for such a difficult score). The first complete performance waited until April
14, 1930 - nearly sixteen years after Berg had written the Three Pieces - when
Johannes Schiiler led an orchestra in Oldenburg using the revised edition of the
score, which, incidentally, waited until 1954 to be published.

Berg’s initial plan was to write a symphony. Ideas were eventually consolidat-
ed into the Three Pieces, which are cast for an exceptionally large orchestra. This
includes quadruple woodwinds (five clarinets), six horns, four each of trumpets and
trombones, much percussion (even the large hammer that Mahler had used in his
Sixth Symphony), two harps, and celesta. The utmost technical facility and agility is
required from every instrument. Furthermore, Berg took textural density to a whole
new level, with so many lines running concurrently that the first-time listener is eas-
ily bewildered. Scholar Mark de Voto encapsulates the Three Pieces in these
words: “Berg’s effort seems constantly to be striving beyond the already exaggerat-
ed extremes of musical expression and gesture that so strongly characterize
Schoenberg’s Five Pieces [and other works like Gurre-Lieder and the tone poem
Pelleas und Melisande]. No other work of Berg’s shows such a feverish complexity
of texture, no other printed score of his contains such a density of expression marks
or changes of tempo. ... [The Three Pieces] tend to symbolize the feeling of utmost-
ness, the last gasp of imperial splendor of the decaying Austro-Hungarian Empire
that would soon be torn apart.”

Manipulation and development of tiny motivic fragments is the operating
principle behind the Three Pieces. De Voto identifies five of these, all first present-
ed in the Prdludium. Reigen incorporates the second, third, fourth and fifth of
these fragments, while the Marsch uses the first, second, third and fifth. The highly

4/7 A Series



12

4/7 A Series

perceptive ear may catch their first appearances as follows: (1) a six-note capsule
played fortissimo by horns at the moment of the full orchestra’s explosive outburst
following the solo trombone’s pianissimo notes in its highest register. (2), (3), and
(4) occur in quick succession about two minutes later; they are all embedded in the
Préludium’s peak moment of volume and density, and nearly impossible to detect
without recourse to the score. (5) is presented a few moments later, a pianissimo,
descending series of eight chords played by tremolo violins.

There is no denying the Three Pieces offer a considerable challenge to most
listeners. Berg himself is on record as saying that his Three Pieces were “more com-
plicated than anything else written to date.” Even conductor and composer Pierre
Boulez, with his superbly analytical mind and didactic expertise, admits that con-
ducting the Three Pieces is “fairly difficult.” Here are a few suggestions to help
guide the attentive ear through Berg’s score:

The Prédludium is structured in a clear-cut arch form, beginning with the
faintest wisps of sound from unpitched percussion, moving on to pitched percus-
sion (timpani, two players), then strings, then woodwinds. The music rises to a
massive climax, then recedes, with timpani and finally unpitched percussion bring-
ing the piece to a quiet ending.

Reigen translates as “round dance,” a term Berg uses freely, as the underlying
feeling is often that of a waltz or a Ldndler, dance rhythms familiar to Berg from
earlier Viennese music. Even so, this is hardly music to dance to; the mood is highly
charged and turbulent.

The Marsch, too, is a title only faintly suggestive of its content. The mood is
often frantic, the writing of extreme complexity. De Voto finds some 31(!) motivic
and thematic elements here in addition to those five that unify the Pieces. Berg
scholar Geroge Perle finds in the Marsch a “feeling of doom and catastrophe” asso-
ciated with the clouds of war gathering over Europe as Berg composed this music.

First-time listeners uncomfortable with chasing motivic fragments, trying to
find dance impulses in undanceable music, and yearning for a real “melody” might
best be advised to listen to the Three Pieces as a series of short episodes of contin-
uously varying texture, density, tempo, dynamic nuance, and above all kaleido-
scopic orchestration - not always “pretty,” but always fascinating.
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Brahms:
Piano Concerto No.2 in B-flat major, 0p.83

I Allegro non troppo
I Allegro appassionato
Il Andante

IV Allegretto grazioso

Johannes Brahms: Born in Hamburg, May 7, 1833; died in Vienna, April 3, 1897

After the disappointing reception accorded the early performances of
Brahms’s First Piano Concerto in 1859, the twenty-six-year-old composer pro-
claimed that “the second one will sound quite different,” and in many respects he
was right. The Second Concerto does display a more heroic stature, Olympian
splendor, grandeur of design and autumnal melancholy compared to the craggy,
tempestuous, sprawling First. Despite its length, equaled in the standard piano rep-
ertory only by Brahms’s own previous concerto, it is more tautly organized as well.
Even though more than twenty years separate the two concertos, they are both
incomparable masterpieces.

Following a trip to Italy in the spring of 1878, Brahms began sketches for his
Second Piano Concerto at his summer place in the Austrian Alps at Portschach.
The sketches were then laid aside, and it was not until three years later, again fol-
lowing a visit to Italy, that Brahms completed the work on July 7th, 1881. On that
day he wrote to his friend Elisabet von Herzogenberg: “I have written a tiny piano-
forte concerto with a tiny, tiny wisp of a scherzo.”

This of course was Brahms’s typically modest and playful way of understating
his accomplishments, for in complexity, seriousness and epic breadth, it stands as a
giant among concertos. It covers a vast range of moods, from stormy aggressive-
ness to soaring lyricism to majestic grandeur. Its technical difficulties are fearsome,
but even the pianist who masters these must bring to the music a profound intellect
and musical maturity. The orchestral contribution is every bit as important as the
pianist’s, and the soloist must accept his role as “first among equals.” Clearly this is
no ordinary concerto. Brahms himself played the first public performance in
Budapest on November 9, 1881 with Alexander Erkel conducting.

The very opening exemplifies the concerto’s close partnership of piano and
orchestra. A long musical line is fragmented into statements from the solo horn,
solo piano, winds/strings, and again the piano, all of which form a prelude-like dia-
logue to the grand orchestral exposition that follows. The movement is laid out
along the basic lines of sonata form, employing a profusion of melodic ideas. The
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opening horn solo acts as a familiar landmark, appearing as a powerful theme for
the full orchestra, as an interlude in the development section, as the signal that the
recapitulation has arrived, and as the beginning of the coda.

Brahms did not label the second movement a scherzo, but it is one in all but
name. This is the “extra” movement, and the only one of the four not in B-flat
major. Both the four-movement design and the use of a scherzo are rarities in the
pre-twentieth-century concerto repertory. Two principal ideas are heard in rapid
succession in the opening measures: a furiously aggressive rising theme in the
piano, from which nearly the entire movement is derived, and a thin, wispy second
subject high in the violins. The robust central passage in D major also derives from
the opening gesture.

Another unusual feature of this concerto is the exceptionally long and ravish-
ingly beautiful cello solo in the Andante movement. As one of the many unifying
elements of this concerto, we may note that the first six notes of the cello’s theme
are identical to those of the horn that opened the concerto, but in a different order.
Brahms later turned this theme into a song, “Immer leiser wird mein Schlummer”
(Op. 105, No. 2) about a dying girl, and used it again in an oblique reference in his
Second Violin Sonata. One of the most magical moments in all Brahms’s orchestral
music occurs during the long clarinet duet preceding the recapitulation. Donald
Francis Tovey poetically described it as “a few notes spaced out like the first stars
that penetrate the skies at sunset.”

The Rondo-finale is generally more cheerful and dance-like than the previous
movements, but Brahms’s characteristically dark sonorities and thick textures are
present here as well. It is worth noting that although Brahms evokes images of leo-
nine strength and monumentality, his orchestra is no larger than that for
Beethoven’s Fidelio Overture or Schubert’s Fourth Symphony, both composed well
over half a century earlier.

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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[50th Anniversary of Shostakovich's death]
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Sat. 19 April 2025, 14:00 at Aichi Prefectural Arts Theater
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TMSO Special Concert in Osaka
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Sun. 20 April 2025, 14:00 at Festival Hall

515 @ j(@%*[]j: Kazushi ONO, Conductor
SrAAUY @ FU3—F+/N—TIL7T Alena BAEVA, Violin
IV~ 29— @ LUAKRE Tomoshige YAMAMOTO, Concertmaster
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Shostakovich: Violin Concerto No.1 in A minor, op.77

I Nocturne: Moderato

I Scherzo: Allegro

I Passacaglia: Andante

IV Burlesque: Allegro con brio

K& / Intermission (20 %3)

FoA DTAF— RERZFESEE NG op6d @

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

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

Il Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace
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Subscription Concert No.1019 B Series
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Tue. 22 April 2025, 19:00 at Suntory Hall

BN —R—IL

151 @ KEFA]LT Kazushi ONO, Conductor
P4 @ 73— F+/N—ITJ Alena BAEVA, Violin

IV —hRIYRI— @ UJZKEE Tomoshige YAMAMOTO, Concertmaster

VaRYIA=T4F 1 I A F VGRS (185 op77 @8
Shostakovich: Violin Concerto No.1 in A minor, op.77

I Nocturne: Moderato

I Scherzo: Allegro

I Passacaglia: Andante

IV Burlesque: Allegro con brio

{KE / Intermission (20 %)

FrA DTAF— | ZEMHFELE TIF op.od wow
Tchaikovsky: Symphony No.5 in E minor, op.64

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

Il Valse: Allegro moderato
IV Finale: Andante maestoso - Allegro vivace
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Alena BAEVA

Violin
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©Marco Borggreve
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KBHRLBUIN—N ) —ZEE=FEUTND, BERETEFI—U-NVaXyh, BAKHE.,
SvIv - NARF—, Ivr=FTY ISR NI FrRENERAGESTLE, Vi
IDIN—bF—ELTRDITSAFTDETZ AN, I97F« L - KOFVIET0FELLECH
TS TEABIRE RN/ — N —Y v T ZBENT VD, BELFSOHYIHE,
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Born in Kyrgyzstan, Alena Baeva studied with Eduard Grach in Russia. She also took les-
sons with Mstislav Rostropovich, Boris Garlitsky, and Shlomo Mintz, and took part in the
Seiji Ozawa International Academy Switzerland. Naturalised Luxembourgish, she has
resided in Luxembourg since 2010. Baeva has performed with orchestras including New
York Philharmonic, Tonhalle-Orchester Zurich, London Philharmonic, Deutsche Kammer-
phitharmonie Bremen, Gurzenich-Orchester Kéln, and Gothenburg Symphony. She enjoys
a long-standing relationship with Orchestra of the Eighteenth Century, performing and
recording a variety of repertoire on period instruments. Chamber music holds a particu-
larly special place in her musical life, where she enjoys collaborations with such artists as
Yuri Bashmet, Daishin Kashimoto, Misha Maisky, Jean-Guihen Queyras, and Belcea Quar-
tet. Baeva plays on the “ex-William Kroll” Guarneri del Gesu of 1738 — on a generous
loan from an anonymous patron, with the kind assistance of J&A Beares.
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Program notes by Robert Markow

Shostakovich:
Violin Concerto No.1 in A minor, op.77

I Nocturne: Moderato

II Scherzo: Allegro

Il Passacaglia: Andante

IV Burlesque: Allegro con brio

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

Throughout most of his long career as one of the Soviet Union’s foremost
composers, Dmitri Shostakovich was forced to be ever vigilant against the vicissi-
tudes of official Party doctrine regarding artistic expression. “Socialist Realism” was
in; “Formalism” was out. The terms are largely meaningless in themselves, but they
signified that the only acceptable music was that which was understandable by the
masses, music promoting optimism, music imbued with heroic sentiment and richly
laden with simple, tuneful themes. Proscribed were such subversive elements as
strong dissonance, atonality, introspection and unsingable melodies. These qualities
were regarded as synonymous with the contemptible, bourgeois, decadent culture
of certain Western countries, and to be shunned by any respectable Soviet citizen.

The Violin Concerto No. 1, completed in 1948, is a deeply personal statement
that emanates from the composer’s innermost artistic soul, designed to satisfy first
and foremost the dictates of his own creative sensibilities, not those of government
bureaucrats. Much of the concerto is darkly introspective, reflective and somber in
mood — hardly material to inspire Soviet workers to greater productivity or to fur-
ther some political cause. Shostakovich prudently waited until after Stalin’s death
(1953) to present this concerto to the public. To have done otherwise would have
incurred almost certain condemnation. David Oistrakh, for whom the concerto was
written (as were the Concerto No. 2 of 1967 and the Violin Sonata of 1968), was
soloist in the highly successful world premiere, given on October 29, 1955 with the
Leningrad Philharmonic conducted by Yevgeny Mravinsky. The score was pub-
lished the following year as Op. 99, and for years it retained this opus number.
However, Shostakovich had had the foresight to leave lacunae in his opus number-
ings during the most troublesome years, particularly from 1948-1953. Op. 77 signi-
fies the concerto’s proper chronology. (A film score now bears Op. 99.) Oistrakh
was also the soloist at the American premiere (December, 1955) when Dmitri
Mitropoulos conducted the New York Philharmonic. Oistrakh recorded the concerto
not only with Mravinsky and Mitropoulos, but also with the composer’s son Maxim.
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The concerto is unorthodox in form, symphonic in scope and largely avoids
the virtuosic display found in many Russian concertos. Oistrakh called the solo role
“very profound, Shakespearian, demanding from the artist the greatest emotional
and intellectual dedication.”

The opening movement is an extended nocturne — grave, contemplative and
eloquent — that rises inexorably to an impassioned climax. Then follows a brusque
scherzo, full of rhythmic zest and Shostakovich’s typically sardonic humor. Listeners
familiar with other works of Shostakovich’s later years (the Tenth Symphony,
Eighth Quartet and First Cello Concerto, for examples), may note the presence here
of his recurring DSCH motif (Dmitri SCHostakowitsch in the German spelling,
which corresponds to the notes D-E flat-C-B, also in German orthography). The
Passacaglia is another slow movement. In a passacaglia, a melody, most often in
the bass line, is repeated over and over while other musical events are played out
in the upper parts. An elaborate cadenza — almost a movement in itself and the
emotional core of the entire concerto — leads gradually from the seriousness of the
Passacaglia to the highly energetic finale full of dance rhythms and folk tunes.

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

I Andante - Allegro con anima

I Andante cantabile con alcuna licenza

Il Valse: Allegro moderato

IV Finale: Andante maestoso - Allegro vivace

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

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

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

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

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

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

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

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

24 For a profile of Robert Markow, see page 14.



Tatsuya

SHIMONO

Conductor

TEFEH

B

©Shin Yamagishi

BREEFN, 2000FRREBSRIVTI—IU (58, 2001F790Y VEREE
FIAVT—VEE. BROEEAS—T ANSICERNICIENNS—7. BAICBVTE,
Y9 - FIF-UPELFZHTI—E. I35/ T2y - JT)LTAE RILR—&,
OD—IVE. Fx3-T«)b. YaboybAILNEEE, NLEOFE, 220T5=7 - J7
WA TIRERR EEBEERTND,

NFTICHEVNILEES. siZaREEEES. RERIEEEES. REREC
ERREREES. LESXREBEZEREE. RE. NEHEERE. L EaFEREEES.
[NEETREEE. LBV VM —TANSBREEZHED TN D, BEERSER.
AT FHOMEATIZATANIVZIFUSH, BELDERRCSI. FRSDDH THHE
YEI%. BERIS. “HRZIIUHEEDRNETEREZHD D,

EAERE., EERESXESERE. FHHKERE - Jbvrya7—F4AME. &
BSBEATU7 VETE. INBRNERFAEE. MBCE. RIACRSILEXEEHHE.
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Tatsuya Shimono, a native of Kagoshima, won the 1st Prize at Tokyo International Music
Competition and Besancon International Competition. He has appeared with orchestras
such as Orchestra dell’Accademia Nazionale di Santa Cecilia, Czech Philharmonic, Barce-
lona Symphony, and Sinfonia Varsovia. Shimono is currently Permanent Conductor of
NHK Symphony, Principal Guest Conductor of Sapporo Symphony, Conductor Laureate of
Hiroshima Symphony, and Music Director of Hiroshima Wind Orchestra. He was formerly
Resident Conductor of Yomiuri Nippon Symphony, Principal Guest Conductor of Kyoto
Symphony, General Music Director of Hiroshima Symphony.
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Wed. 30 April 2025, 19:00 at Tokyo Bunka Kaikan

58 @ TE?%‘[’E Tatsuya SHIMONO, Conductor
BFEGE @ %ﬁiﬁ%éﬂg The Philharmonic Chorus of Tokyo, Male Chorus *
BISEE @ F/I|EMIE  Noriyuki HRAKAWA, Chorus Master *
JVH—hYRI— @ JKE 5 Akira MIZUTANI, Concertmaster

NIRRT - =354 TVRDJF (1980) (179)
Tristan Murail: Gondwana (1980)

EHEMN : 7 —T ASDI=HD (FESJKE) (2004) (189

Masakazu Natsuda: Gravitational Wave for orchestra (2004)

A28 / Intermission (20 %3)

& UL 1 EERATERR (1958) * (359)
Toshiro Mayuzumi: Nirvana Symphony (1958) *

I Campanology I AN/ 09—1
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The Philharmonic
Chorus of Tokyo

Male Chorus
RREEGSIEH
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PHTEI—E, VN —BEE, PEREESEKEREETE,
The Philharmonic Chorus of Tokyo, founded in 1956, is Japan’s foremost independent
professional choir. As the basis of its activities, the chorus has regular concerts mainly in
Tokyo and Osaka and holds about 150 concerts annually, both in Japan and overseas,
collaborating with Japanese and international orchestras. The chorus performs a wide

range of choral works of different periods and genres. The core repertoire is about 250
works commissioned from composers around the world.

Noriyuki HIRAKAWA

Chorus Master

F)lgEsE

BISIEE

BERES. IHFERFTINEBHE OTANREIC MRZERE CRERE(CEIE.
N=T% - VILI A DIEEIYRI -5 R%EZ#H. HHKEEXLHTEERRELLT
REHY VI3 ZTyvIRR (R - KKBHR—ILERE) TERLIZDB. RRIT A - T+
IVEBMRELGD. INETICEEDA —T AT PEEH. WEXEM7ZERE, 2016
FEFIMIBY21Z7A =T ANSEREEBZHH TS,

Noriyuki Hirakawa, a native of Fukuoka, studied with Tatsuya Shimono and Masahiko
Okochi at Ueno Gakuen University, and with Hideomi Kuroiwa at Toho Gakuen School of
Music. He was a conducting fellow of Kioi Sinfonietta Tokyo and Tokyo City Philharmonic.
He has conducted orchestras, choirs, and wind orchestras throughout Japan. Hirakawa
has served as Music Director of Sendai Junior Orchestra from 2016.
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Tristan Murail:
Gondwana (1980)

The title has two meanings. It is an ancient Indian legend about a vast, sunk-
en continent, as well as the name geologists have given to one of the two giant
landmasses which once comprised the earth’s entire dry land and whose break-up
has gradually formed the contours of the various continents on the earth today.
The music mirrors this process in its perpetual drifting and transformation: certain
elements of a texture are gradually exaggerated or deformed to create a new tex-
ture. For example, the haze of trills for full orchestra, which occurs about three
minutes into the piece, is progressively extended into scales and, eventually, wide
spanning arpeggios — the series of regular clicks on the wood-block, a few minutes
later, are gradually pulled out of phase to generate several different pulses and lay-
ers. At certain moments, the music is violently accelerated or decelerated, com-
pressing the transformation processes to such an extent that they can seem almost
like a complete break. A pervading use of regular, periodic rhythms and sequential
passages allows the listener to measure the progress of the music and the rate at
which it is being transformed.

Gondwana continues Murail’s innovative use of electronic techniques as gen-
erators of instrumental music. In this case, the harmony is generated by frequency
modulation, a method of tone-production often used in digital synthesizers
(Yamaha’s DX instruments, for example). This gives rise to complex, untempered
chorals which have a bell-like sonority. Another important element in the piece is
the fluctuation between moments of “noise” (in the acoustic sense of “white noise”
), represented by scratching or col legno on the strings, toneless breathing on
woodwind or brass and by percussion instruments (maracas, sizzle cymbal and
snare drum) and moments of “sound” represented by clean, pure instrumental
colours and consonant harmony close to the natural harmonic series. These two
opposing and autonomous elements can interpenetrate or “influence” each other.

The music abounds in wave-like patterns of rise and fall, such as crescendo-
decrescendo, acceleration-deceleration and tension-relaxation. If these waves of
sound recall the legendary, sunken Gondwana, the geological Gondwana’s turbu-
lent history is vividly evoked in the music’s more dramatic moments, especially in
the volcanic “eruption” near the end of the work.

(from texts by Julian Anderson)
Premiere: July 21, 1980 at Festival de Darmstadt
Cracow Orchestra conducted by Antony Witt

4/30 A Series

35



36

4/30 A Series

Tristan Murail

Born in Le Havre in 1947, Tristan Murail received advanced
degrees in classical and North African Arabic from the Ecole
Nationale des Langues Orientales Vivantes, as well as a degree in
economic science, while at the same time pursuing his musical
studies. In 1967, he became a student of Olivier Messiaen at the

Paris Conservatory, and also studied at the Institut d'Etudes

©Wise Music Classical

Politiques in Paris, graduating three years later. In 1971, he was
awarded the Prix de Rome, and later received a First Prize in composition from the
Paris Conservatory. He spent the next two years in Rome, at the Villa Medicis.

Upon returning to Paris in 1973, he co-founded the Ensemble L’Itineraire with
a group of young composers and instrumentalists. The ensemble quickly gained
wide recognition for its fundamental research in the area of instrumental perfor-
mance and live electronics.

In the 1980s, Tristan Murail used computer technology to further his research
in the analysis and synthesis of acoustic phenomena. He developed his own system
of microcomputer-assisted composition, and then collaborated with Ircam for sev-
eral years, where he taught composition from 1991 to 1997, and took part in the
conception of the computer-assisted composition program “Patchwork”. In 1997,
Tristan Murail was named professor of composition at Columbia University in New
York, teaching there until 2010.

Again in Europe, he continued giving master-classes and seminars all over the
world, was guest professor at the Mozarteum University in Salzburg for three years,
and is currently guest professor at the Shanghai Conservatory.
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Masakazu Natsuda:
Gravitational Wave for orchestra (2004)

The image of the universe, which the latest astronomical observation and
theoretical physics have been revealing, is appearing before us more and more as a
region that we cannot verbally describe (in our day-to-day vocabulary), as we
realize how limited human ability is in visual imagination and expressing it in
words.

In such context, I feel, for us humans to think about the “universe” (= space
and time) is closer to imagine the realm of “God”. I composed a series works for
larger ensembles - from “Soliton” (1995), which I wrote in my second year of study
in France, followed by “Megalithic Waves” for chamber orchestra (1997),
“Astration” for orchestra (2001), up to this “Gravitational Wave” (2004); they all
deal with various acoustic movements that arise in the time-space, and, while
keeping distance from personal taste or expression specific to certain culture,
attempt to aspire to and to approach the realm beyond human understanding, a
realm where physical senses or psychological emotions are irrelevant, and to
overcome the limited audio imagination by means of visual conjecture and logical
reasoning.

“Gravitational Wave” consists of five concise sections. In the first section, as
an introduction, three bass drums placed in distant corners of the auditorium,
create a sort of varying density and fluctuation of the space: a status between
existence and non-existence. In the second section that follows, ever-rising
glissandi, with the continuous B-flat and its harmonic undertones, swiftly enable
the energy to pour out. The rising move is a phenomenon in itself, while creating
specific place = space, too. All the transformations occur in this “place”. At the
culmination of this rising move starts the third section, somewhat of a transition.
Here, a harmonic overtone spectrum of E-note illuminates and fills the open space
for a while, but soon starts to collapse with its own weight, gradually folds its fan
to close, and eventually converges into a single C-sharp. The fourth section that
follows describes how a body of sounds circulating between B-flat and E creates a
distortion of space, and then spreads to neighboring spaces in the form of waves
(the title “Gravitational Wave” was derived from this). In the coda-like fifth section,
a single harmonious sound played in tutti, blocked by loud bass drums, is gradually
replaced by another compressed sound.

I wrote this work in 2004, at the request of Suntory Foundation for the Arts,
after receiving 2002 Akutagawa Award for Music Composition (currently Yasushi
Akutagawa Suntory Award for Music Composition). It was premiered in August of
the same year by New Japan Philharmonic conducted by late Kazuhiko Komatsu.
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The English title was “Gravity Wave” at the premier, but this revival
performance gave me the chance to rename it “Gravitational Wave” which reflects
my intention of the composition more precisely.

(Masakazu Natsuda / translated by Tadashi Mikajiri)

Premiere: August 29, 2004 at Suntory Hall, Tokyo
New Japan Philharmonic conducted by Kazuhiko Komatsu

Masakazu Natsuda

Masakazu Natsuda was born in Tokyo in 1968. After com-
pleting his graduate studies at Tokyo University of the Arts, he
moved to France. He studied composition and conducting at
Conservatoire of Paris, where he graduated from the composition
department with a unanimous 1st prize from the jury. Natsuda
studied composition under Teruyuki Noda, Masayuki Nagatomi,
Jo Kondo, and Gérard Grisey, conducting under Kazuyoshi
Akiyama and Jean-Sébastien Béreau, and accompaniment under Henriette Puig-
Roget. He has received numerous awards and honors, including Akutagawa
Composition Award and Idemitsu Music Award. Commissioned by Ministére de la
Culture, Suntory Music Foundation, Ensemble intercontemporain, and numerous
other public institutions, performing groups, and soloists, his compositions have
been featured in various music festivals and concerts around the world.

As a conductor, Natsuda has been involved in many premieres of Japanese
works and introduction of foreign contemporary works. He conducted the Japanese
premieres of Grisey’s Vortex Temporum, Quatre Chants pour franchir le seuil,
and Reich’s Tehillim. He also conducted Ives’ Symphony No. 4 (new edition) in
December 2022, marking its first performance in Japan in this century. He and con-
ductor Kanako Abe founded I’Association Franco-Japonaise de Musique
Contemporaine in 2013 and served as its first executive director. Through this
association, he has since been involved in planning and organizing various educa-
tional programs, concerts, symposiums, and other events. In 2021, as Artistic
Director of 6th Ryogoku Art Festival, he planned and conducted 6 concerts of 3
different programs to great success. In January 2024, the “Masakazu Natsuda X
Arnold Schonberg” performance at Kanagawa Kenmin Hall C X C also drew a
great response. In March 2024, he conducted Ensemble “Benepa” in a perfor-
mance of Messiaen’s great work Turangalila-Symphonie by a mixed orchestra of
professional and amateur players.
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Toshiro Mayuzumi:
Nirvana Symphony (1958)

I Campanology I

II Stramgamah

I Campanology I

IV Mahaprajnaparamita
V Campanology I

VI Finale

After World War II, Kunihiko Hashimoto (1906-91), who
had accepted wartime requests from the military, was expelled
from the composition classes of Tokyo Music School (currently
Department of Music at Tokyo University of Arts). Tomojiro
Ikenouchi (1906-91), who returned from France, and Akira
Ifukube (1914-2006), who was almost self-taught in Hokkaido,
took his place. It was Akio Yashiro (1929-76) and Toshiro  Toshiro Mayuzumi
Mayuzumi (1929-97) who studied under these three. After graduat-
ing, both started attending the Conservatoire de Paris in 1951, with the aid of
Bourses France Excellence program (French government’s scholarship for foreign
students).

Yashiro stayed in France for 5 years, completing the curriculum of the
Conservatoire, and then pursued his own style, absorbing elements of non-French
Prokofiev and Bartok, too. In contrast, Mayuzumi rejected the old-fashioned educa-
tion there, aborted the stay in one year, and returned to Japan. This decision
marked his conscious embarkation on to the stream of Ifukube and Stravinsky who
influenced him, clearly stepping away from his remaining attachment to the vision
of Ikenouchi and of Ravel, his ideal, which he had held until around 1950 when he
wrote the chamber work “Sphenogrammes” , influenced by Gamelan music.

For example, even in “X, Y, Z” (1953) in which he tried musique concrete,
electronic music born in France, we hear nothing but the sound of “The Rite of
Spring”. We can well understand why he came closer to the style of Edgar Varese
(1883-1965) in his orchestral/wind pieces, since Varese was influenced mainly by
Stravinsky. To utilize state-of-the-art avant-garde sounds, in order to express the
primitive energy before the rise of modemn European civilization, mirrors exactly the
spirit of “The Rite of Spring”.

In addition, after tracing the techniques of “Studies I”, the electronic music of
Karlheinz Stockhausen (1928-2007), Mayuzumi added his own new ideas on such
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works as “Music for Sine Wave by Proportion of Prime Number” (1955). Here, he
must have touched on the method of constructing tone-rows based on sound-fre-
quencies, as well as of synthesizing sounds, leading to “Phonologie Symphonique”
(1957) and “Campanology” (1957), both of which are considered as precursors to
“Nirvana Symphony”.

In the former, twelve-tone rows ‘inspired by harmonic overtones of bells’ are
distributed to groups of instruments to constitute chords (Mayuzumi calls them
‘sound clusters’).

In the latter, which was later included in “Nirvana Symphony” as its first
movement, Mayuzumi tried to reproduce midnight bells from temples on Silvester
night. NHK (The Japan Broadcasting Corporation) helped him by analyzing the
acoustics of various bells, and Mayuzumi planned to approximate the results with
quarter-tones (one octave divided by 24, or half of half-tones), but eventually he
deliberately chose to use the data acquired from Keiji Yamashita (1899-1969, a
physicist)’s treatise on ‘Experimental Acoustics’, and forcibly squeezed the minute
tones which were recorded and analyzed into simple twelve-tone scales (See
Yuriko Takakura’s paper for details, which revealed this practical compromise).

More concretely speaking, among the three thematic chords at the beginning
of “Nirvana Symphony” ’s first movement - Mayuzumi calls them ‘combined
sounds’ - the chord A which sounds from the stage is “the large bell of Byodo-in
Temple”; the chord B by brass from the right side of the audience is “an average
sound of multiple large bells” (Mayuzumi imagined it to be the large bell of Todaiji-
Temple); the chord C by woodwinds from the left is based on “small bells(a) of var-
ious temples”. However, Mayuzumi aimed more at covering all the twelve-tone
scale with the three chords, than strictly reproducing the bells’ sounds, and thus at
times he added notes that did not exist in the recorded sounds, or transposed notes
as is common with twelve-tone technique (The approach in line with the twelve-
tone technique was further cultivated in the next orchestral work “Mandala
Symphony” (1960)).

The first movement ‘Campanology I’ is a free passacaglia based on chords
A, B and C as mentioned above. The score’s section marks indicate that Mayuzumi
intended the movement as a theme with eight variations. As the variations prog-
ress, chords of seven other large bells — those of ‘Honen-in Temple’, ‘Zenrin-ji
Temple’, ‘Myoshin-ji Temple’, Kako-ji Temple’, ‘Daiun-ji Temple’ and two more
small bells(b) and (c) — are added and transposed. Pointillismic passages in the
2nd and 3rd variations are based on twelve-tone-rows. The 7th variation reaches
the climax with B note at the bottom (B is the tonic of “Nirvana Symphony” and its
[talian name ‘si’ is homophonically equivalent to Japanese word ‘shi’, meaning
‘death’), and the last 8th variation steers toward silence.

The second movement ‘Siramgamall and the other even-numbered move-
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ments have male chorus passages like Buddhist sutra, with orchestra in the back-
ground. ‘Stramgamaly’ is a sutra chanted during Zen services by monks walking in
single file. The text is a Chinese translation of an original Sanskrit scripture, and the
Chinese characters are recited in Japanese phonetic readings (Kana). It has various
metric patterns, and the number of tones sung by the chorus increases and decreas-
es in line with the tone-rows. As the music heats up, all the twelve tones sound
simultaneously.

The third movement ‘CampanologyIl’ returns to instrumental, and Mayuzumi
leaves the elements of the first movement to vary freely, straying away frequently
from the bells’ images. While the first movement transformed itself slowly in grada-
tion, this third movement contrasts different elements with each other more clearly.

The fourth movement ‘Mahaprajnaparamitad’ Six soloists instead of chorus
start the movement in portamenti with ambiguous pitches, praising the flawless
wisdom leading to the ultimate enlightenment. They repeat ‘Mokohojahoromi’
(Great is the completion of enlightenment), another Buddhist sutra, again pro-
nouncing the sutra’s Chinese-translation in Japanese phonetic readings. When the
chorus finally comes in, the soli and chorus respond to each other in a manner like
‘Call-and-Response’.

The fifth movement ‘Campanology I’ resembles the climax of the first
movement, where ‘all the bells at all the temples resound and fill the hills’. Here,
the male chorus without words joins the echo of the bells. Towards the end of the
movement, the lowest tone goes down to B or ‘si/shi’, and a bright echo shines in,
leading to the final movement.

The sixth movement ‘Finale’ The cheerful melody repeated here is based on
‘Isshin-kyo-rai’ (Respect in one united heart), a Tiantai Shomyo (a Buddhist chant)
respecting Buddha, Buddhism and the monks. The core notes of this melody,
A-F#-E, are also base notes (the lowest notes) of the chords A, B and C (This struc-
ture resembles Alban Berg’s idea to quote J. S. Bach’s chorale in his violin concer-
to). Bells sound in multi-layers, and diminish and fade away, around the axis of B
(‘si/shi’) note.

(Takayuki Komuro, translated by Tadashi Mikajiri)

Premier: April 2, 1958 Tokyo, Shinjuku Koma Theater
NHK Symphony Orchestra, Tokyo conducted by Hiroyuki Iwaki
Tokyo Choraliers
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