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WELCOME

Everyone is at this performance for a different reason. For some, you've come because of the music
being played. Others might be a fan of the non-musical collaborators. Perhaps it’s a special occasion,
or just a catch-up with friends. Maybe you’ve been invited by someone and aren’t entirely sure what
you’re about to witness...

While we're all here for a multitude of reasons, we're also all sharing the same communal experience: the
same music, the same multi-sensory performance, receiving it in different ways, but sharing the moment.

What'’s certain is that you can’t experience Multitudes at home. Over the course of this first edition of the
festival, you’ll experience dance, circus, performance art, physical theatre, art, film and more, with each
collaboration powered by orchestral music, played by an incredible array of guest artists and created in
partnership with our very own Resident Orchestras.

Thank you for being here to share this moment with us.

Mark Ball
Artistic Director, Southbank Centre

Southbank Centre is very grateful for Arts Council England
and the National Lottery fund’s support towards
the inaugural Multitudes Festival.

INSIDE THIS PROGRAMME:

P3 AN ALTERNATIVE GUIDE TO CONCERT ETIQUETTE
P4 WED 23 APR DAPHNIS AND CHLOE

P6 THU 24 & FRI 25 APR VEXATIONS

P9 THU 24 APR OH TO BELIEVE IN ANOTHER WORLD
P12 FRI 25 APR R.I.S.E.

P16 SAT 26 APR SINGING ALL ABOUT LOVE

P18 SAT 26 APR MAHLER 8

P20 SAT 26 APR REFRACTIONS

P22 SAT 26 APR DJ SINEMIS

P24 SUN 27 APR SYMPHONY OF SHADOWS

P28 MON 28 APR LEGACY

P30 TUE 29 & WED 30 APRINC

P32 WED 30 APR CITY OF FLOATING SOUNDS

P34 SAT 3 MAY CARNIVAL




CLASSICAL MUSIC

FINDING THE JOY

A few years ago, US comedian parterre, the floor-level pit to which  Nowadays it feels progressive to
Kimberly Clark revealed on stage only men were admitted ... And be allowed to bring in a glass of
that she has a crush on conductor lovers sought the dim heights of the  wine in a plastic cup, but back then,
Gustavo Dudamel. She wanted to third balcony — the paradise’. drinking to the music was normal,
see him in the flesh, so took herself as was eating, or indeed bringing
to a Los Angeles Philharmonic Back then (and well into the 20th your dog with you.
concert he was conducting. century), concerts were also much
more wide-ranging — orchestras We’re not necessarily saying
‘Gustavo came out with that would perform single movements you should bring your pets, talk
tuxedo on, looking good... But | of symphonies (which would almost ~ throughout the show or request
couldn’t scream, you know? ... It’s never happen today) interspersed something entirely different to
like, you gotta have that repressed with songs, movements from what’s on the bill... but recapturing
joy when you go to the orchestra, concertos, solo pieces and so on, just a little of that spirit, that
you know? And | think it’s a shame. with concerts often continuing into immediate appreciation and
| think they should have, like, a the small hours. joie de vivre, might not be a bad
mosh pit. When the music starts thing. Of course, show respect for
getting good, you go down there, If the public liked something, they ~ those around you, but if you like
be like, “I see you flute section!” ... made it known there and then — something, show it, don’t fight
’Cause the LA Philharmonic, that's ~ they didn’t sit in silence until the back your emotions or sit on your
somebody’s favourite band, you end. Applauding and cheering hands. If you want to clap after a
know? It’s like... They just take all until a movement was repeated movement ends, do it; if you want to
the joy away. You gotta have that was totally normal, for example, sit there and let the tears roll down
repressed joy. You just gotta go or (more unusually) audiences your cheeks because something has
“mmm, beautiful music”. That’s simply shouted out what music they moved you that much, then just let
no fun.’ wanted to hear, whether it was on them flow. Express the joy; don’t
the programme or not. repress it.

If you’'ve been to a classical
concert, you might recognise
that concept of ‘repressed joy’,
and as Clark says, it's a shame
— because on stage you’ve got
people playing their hearts out,
performing some incredibly
emotionally intense music.

It hasn’t always been like this.
Take this account of watching a
concert in the Paris opera in the
1700s, from James Johnson'’s
Listening in Paris:

‘While most were in their places
by the end of the first act, the
continuous movement and low
din of conversation never re




I'm very

excited about this
show. It’s powerful,
detailed, bombastic and
WORLD beautiful, often in quick
PREMIERE succession_. \(/jVit|h Ravel _3]/cou
are carried along as i
ARREORIANGIES in a spell. It’s really
music for the
senses.

Yaron Lifschitz
Circa’s Artistic Director



EN ELIZABETH HALL

ABRAMOVIC x IGOR LEVIT

XATIONS

During lockdown, celebrated pianist Igor Levit countered the uncertainties of

the time with an online performance of Satie’s Vexations, the consistency of the
music proving cathartic and enabling an emotional journey. Now, he partners with
the legendary conceptual artist Marina Abramovic, whose career has focused on
endurance and on pushing her body to the extreme, to explore the psychological
and physical implications of performing this music to a live audience.

MUSIC ABOUT THE MUSIC

Eric S.atie Writer Chris Gemmell introduces
Vexations Eric Satie’s Vexations:

16 Hours +

With an introduction to Satie’s Vexations from

Marina Abramovic at 10am ERIC SATIE (1866—-1925)

Ever since the rediscovery of Vexations in the mid-
twentieth century there has been a cloud of mystery
and fascination around this single page of music. In
the early 1890s eccentric composer Erik Satie was

in his late 20s, working as the house pianist at the
legendary cabaret club Le Chat Noir (The Black Cat) in
the Montmatre district of Paris. During these years he
wrote his best-known pieces for the piano, including
the ever-popular set of Trois Gymnopédies.

CREATIVE TEAM

Igor Levit piano and co-devisor

Marina Abramovi¢ director and co-devisor
David Amar set design

Urs Schonebaum lighting design

Commissioned by the Southbank Centre

There are all sorts of theories about what inspired
Satie to also write Vexations around this time, ranging
from his frustration and heartbreak following a brief
relationship with artist Suzanne Valadon, to ridiculing
the lengthy operas of Richard Wagner, which were at
the height of their popularity. The original copy appears
to be a private sketch lacking in some detail; it does
not specify what instrument it was written for or what
volume it should be played at. Satie’s instructions
scrawled in the top corner translate as: ‘In order to
play the motif 840 times in succession, it would be
advisable to prepare oneself beforehand, and in the
deepest silence, by serious immobilities.’ If repeating
the piece 840 times wasn’t enough of a challenge,

the guidance given for the speed is ‘very slow’. Satie
was no stranger to writing perplexing performance
directions, with examples from other pieces including
Th ‘open the head’, and ‘light as an egg’.

E Vexations went forgotten for half a century, until
experimental music pioneer John Cage rediscovered
it while researching the composer. It found new

SCAN THE QR CODE TO >
ACCESS ADDITIONAL relevance in the countercultures of 1960s New York,
CONTENT ABOUT THIS and some 70 years after it was written the first ever
PERFORMANCE public performance of Vexations was staged by Ca

SEWCAES
no stranger to writing
perplexing performance

directions, with examples -~

from other pieces including
‘open the head’, and
‘light as an egg’.

at the Pocket Theatre. Putting in shifts of 20 minutes
at the piano, the self-named Pocket Theatre Relay
Team completed the 840 repetitions in 18 hours and 40
minutes. It is reported that only one audience member
stayed for the full performance, and another cheered
‘encore’ upon its completion!

Among the musicians (or athletes, perhaps) in the
Relay Team was a 21-year-old John Cale, who would

go on to found legendary avant-garde rock group The
Velvet Underground the following year. In the audience
that day was artist Andy Warhol, most famous now for
his pop art paintings. In the years directly following
this performance, Warhol went on to produce some of
his earliest films, Sleep and Empire. It is easy to see
the similarities between Vexations and these films;
clocking in at over 5 and 8 hours respectively, nei
have any narrative or dialogue, ins
the experience of passing ti

WORLD
PREMIERE

PERFORMANCE

one of the world’s leading conceptual artists, she has
been challenging audiences across the world with

her durational artworks for over 50 years. The two
previously collaborated on Goldberg, in which the
audience were prepared for a performance of Johann
Sebastian Bach'’s Goldberg Variations by waiting for 30
minutes in absolute silence (with their phones literally
locked away) before the first note was played.

So much about Vexations goes unanswered; we’ll never
know what inspired Satie to write such unconventional
instructions, what he was so ‘vexed’ by, or if he even

intended for it to be performed. What we can
of is that a performance i i
be differe




IGOR LEVIT

INTERVIEW

We spoke to pianist Igor Levit about Vexations and his collaboration with

Marina Ibramovic.

You've performed Vexations before,
online, during the pandemic. Prior
to that performance you said
‘there will be devastation, there
will joy, there will be literal pain...
Maybe | won’t make it. It’s just
about surviving’, but you were

also talked about it as a ‘retreat of
silence and humility’. Which was
it? Or was it both?

As far as | remember it was overall
mostly a great deal of fun. So, it was
challenging, yes. It did challenge

my patience. It was not painful,

I was not in a delirium. | was not
hallucinating. | was actually really
having fun. And then there were one
or two moments when | felt annoyed
because | thought ‘why am | doing all
this work and the pile of music does
not get smaller!” All in all it was really
agreat treat.

Given that this is such a massive
feat of endurance, what made you
want to do it again?

Marina and my desire for fun-
infused joy-infused self destruction!
Seriously | just love these things,
and always thought after the stream
that the day will come todoitin
front of a live audience.

How does a work of such a length
work out practically — do you have
any breaks at all?

Whenever | need to go to the loo | go
to the loo but that'’s it, that's the only
break. I'll have some water. | will find
some ways to find things to think
about. But that's really all.

How do you think having a live
audience will change the nature of
your performance?

I don’t know because | haven't
done it! So it’'s an experiment for
the audience and for me. I'm very
curious. But I don’t know, no clue.
It's a question for afterwards!

| know you’ve worked together
before, but how did the
collaboration with Marina Ibramovié¢
come about for Vexations, what
made her right for the project?

First of all | have a trusting
relationship with her, she's a dear
friend. One of her most famous works
is the workshop she did with people

‘THERE WILL BE
DEVASTATION, THERE WILL
BE JOY, THERE WILL BE
LITERAL PAIN... MAYBE

I WON'T MAKE IT. IT'S JUST
ABOUT SURVIVING’

when they were counting rice grains.
And it was about slowing down your
systems, slowing down your brain,
forgetting time, just focussing on this
one thing. And | thought; the musical
equivalent of that is Vexations. One of
her main strengths, as an artist and
as a thinker, has been around how to
focus the mind. So she and | thought
that this piece is the perfect vessel
for this, and she felt like the most
perfect companion for such insanity.

How do you prepare for a
performance like this? Will you have
had a complete run through?

None. None whatsoever. | will just
sit on the chair and start playing. |
have no more to say about it. How
am | supposed to? There’s nothing
to practice, nothing to play. | just go
there and do it.

And how do you suggest the
audience prepares? Or should
they not?

Audiences should come to it in the

same way. Take a breath all together
and see where it all leads.

THU 24 APR 2025, 7.30PM | ROYAL FESTIVAL H

WILLIAM KENTRIDGE x PHILHA

OH TO BELIEVE IN
ANOTHER WORLD

Artist William Kentridge’s work often deals with issues of power and repression,
making him the perfect collaborator for tonight’s performance of Shostakovich’s
Symphony No0.10. Shostakovich had a troubled relationship with authority, and
with Stalin in particular, often producing music which subtly, or not, subverted
Stalin’s preference for nationalistic art. In Kentridge’s film he imagines a fictional
museum of Stalin, with the film carefully matching the tone and rhythm of the
music, a delicate stitching-together of two art forms to produce a new whole.

MUSIC

Leonard Bernstein
Chichester Psalms (20 mins)

Interval (20 mins)

Dmitri Shostakovich
Symphony N0.10 (60 mins)

project fell through. Without much to do, Bernstein
tried his hand at writing experimental music in the
European style. But it didn’t feel right. Then a letter
landed on Bernstein’s doormat all the way from a
sleepy city on England’s south coast. It was from
the Dean of Chichester Cathedral, Walter Hussey,
who enquired very politely whether Bernstein would
mind awfully writing a piece of choral music for the
CREATIVE TEAM Cathedral’s festival. Bernstein jumped at the chance.
Philharmonia Orchestra
Marin Alsop conductor
William Kentridge artist
Philharmonia Chorus

In three parts, for choir and orchestra, the composer’s
Chichester Psalms sets three complete Psalms of
David and snippets of three more. The words are in
their original Hebrew, the music hanging off the natural
stresses and rhythms of the language. The texts reflect
on man’s closeness to God with joy and thoughtfulness.

The Clore Ballroom, Level 2, Royal Festival Hall at 9.30pm:
Post-show talk with Southbank Centre Artistic Director Mark Ball
and conductor Marin Alsop. Free.

While the music is rhythmically complex and exuberant,
it uses traditional keys and harmonies — a rejection, on
i ith atonal

ABOUT THE MUSIC

Writer and broadcaster Andrew Mellor introduc
us to tonight’s music
Dmitri



THU 24 APR 2025, 7.30PM | ROYAL FESTIVAL HALL

authorities. Under the rule of Prime Minister Stalin,
composers were supposed to write music that chimed
with the dictator’s view of the world.

Shostakovich experienced two major run-ins with
Stalin. The first came in 1936, when Stalin attended a
performance of the composer’s opera Lady Macbeth of
Mtsensk and was enraged. Soviet music was supposed
to be uplifting, ego-inflating and easily understandable
— not complex and satirical. The next came in 1948,
when Stalin had expected Shostakovich’s new
Symphony No.9 to be a hymn of praise directed at him,
following victory over the Nazis. Instead, the composer
delivered an introverted work that Stalin took as a
direct insult. It was was banned.

In 1953, Stalin died. Immediately, the situation for
artists was easier. Within months, Shostakovich
started work on his next symphony, the Tenth. Some
of the music existed already. The pianist Tatyana
Nikoleava has suggested some of it was written in
1951 and withheld until Stalin died. That chimes

with Shostakovich’s own admission that the Tenth
Symphony was ‘all about Stalin and the Stalin years.’

Certainly, the Symphony can be heard as a depiction
of life in a suppressed society. The violinist David

POST-SHOW
EVENT

Oistrakh talked about the music’s inner conflicts, its
dramatic effect and even its use of intense beauty to
point up the ironic tragedy of Soviet life. John Mangum,
CEO of the Houston Symphony Orchestra, has
described it as ‘48 minutes of tragedy, despair, terror
and violence and two minutes of triumph’.

Shostakovich asserts his own individualism in the
work by spelling out his own personal musical initials
in music: D-S-C-H (according to the German notation
system, the notes D, E flat, C and B). He also musically
encodes his love for a student, ElImira Nazirova (listen
out for the solo horn calls representing her in the

third movement”). If Shostakovich and Nazirova peek
out now and then, Stalin is ever-present. Shostakovich
described his second movement as a portrait of the
dictator. Its music is that of unremitting fear and
violence — wild, furious and unpredictable.

Andrew Mellor © 2025

“Movements are sections that make up a longer piece, like chapters
of a book. Typically symphonies have four movements, each
contrasted through devices such as mood and speed. Generally
today audiences don’t applaud between movements, and instead
it’s a moment for performers and audience to catch their breath, but
this hasn’t always been the case. Find out more on Page 3.

‘Political uncertainty,
philosophical uncertainty,
the uncertainty of images is
much closer to how the world is.
That’s something we’ve very much
learned the hard way through the
20th century; there are so many
failures of grand ideas.’

William Kentridge

L o TR T
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WILLIAM KENTRIDGE

INTERVIEW

Artist William Kentridge introduces his film, Oh To Believe in Another World.

There are already 80 musicians in
the orchestra. There is the shine
of the brass. The excitement of
watching the relationship between
the conductor and the musicians.
Behind this, to put a film.

The key task in making the film

Oh To Believe in Another World

to accompany Shostakovich’s
Symphony No.10, is to find
something that does not turn the
symphony into film music — a series
of images and narratives that
overwhelm the music itself; nor to
have something that disappears,
that runs simply as a series of
anodyne backdrops. But the story of
Shostakovich and his complicated
relationship to the state in the
Soviet Union, from its early days just
after the 1917 revolution, all the way
through to Stalin’s death in 1953,
provides the material for thinking
visually about the trajectory that
Shostakovich had to follow, from the
early days of the Soviet Union to the
writing of the symphony.

This is a retrospective look at the
four decades of the 1920s, 30s, 40s
and 50s, from the perspective of
1953 when Stalin died and the first
performance of the symphony was
presented. In the 1920s there was
the death of Lenin; in the 1930s

the suicide of poet and playwright
Mayakovsky; in the 1940s, the
assassination of the revolutionary
Trotsky; in the 1950s the death of
Stalin — and here we are, almost 70
years later. The report that remains
of these decades is in the music of
Shostakovich, the one who against
expectation got away, and survived.

‘THE TASK OF THE PROJECT
ISTO TRY TO SHOW WITHIN
THE FILM SOME OF THE
AMBIGUITIES SHOSTAKOVICH
HAD TO NEGOTIATE, NOT
JUST IN THIS SYMPHONY,
BUT IN ALL THE WORK THAT
HE MADE!

The film is set inside what appears
to be an abandoned Soviet museum,
which in fact is made of cardboard,
on the table in my studio (at times
there are fragments of the studio
visible). Using a miniature camera,
we move through the different halls
of the museum, which also include
a community theatre hall, a public
swimming pool, a quarry at the side
of the main halls of the museum. A
corridor of vitrines holding stuffed
historical figures. Intertitles in the
film are from various sources, but
the main source are the plays and
poems of Vladimir Mayakovsky —
who in the early years following

the revolution was an enthusiastic
supporter of the Soviet project. But
as the years passed and the hopes
of the revolution receded, he grew
increasingly disillusioned. In 1930
he shot himself.

The central characters of the film
are Lenin, Trotsky and Stalin;
Shostakovich and his student
Elmira Nazirova (about whom there
are different theories regarding
her relationship with Shostakovich
and the 10th Symphony and
whether her name is embedded

into some of the key signatures of
the symphony); Mayakovsky and
his lover Lily Brik. These characters
appear as puppets, but are also
performed by actors inside of
puppets. The form is one of collage,
and the larger proposition is that
one needs to understand history
as a form of collage. The artistic
medium is a way of thinking about
the historical events.

The task of the projectis to try to
show within the film some of the
ambiguities Shostakovich had to
negotiate, not just in this symphony,
but in all the work that he made.

We have to find a way to both
acknowledge the independence of
the music — that it exists now in the
post-Soviet era (we can still feel the
emotional journey of the symphony,
independent of its historical
moorings); but at the same time
acknowledge the particular
character of the era from which

it comes.
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GEORGE THE POET

INTERVIEW

‘there was no blueprint for what | do’

George the Poet talks to author Oluwaseun Olayiwola
about grime, growth and guiding the next generation

Look at his journey, and you see
that George the Poet —real name
George Mpanga — could’ve easily
landed with a different modifier
for his stage name. Growing up in
the early days of grime he could’ve
easily been George the Rapper. Or
George the Sociologist, given his
studies at Cambridge, where he
honed sociological techniques for
examining the Black struggle.

But it’s as George the Poet that he
has amassed honours and awards;
all in a remarkably short time, with
his poetry, motivated by articulating
nuances of Black experience,
garnering award nominations from
the BRITs, MTV and the BBC.

In 2023, he curated the London
Literature Festival at Southbank
Centre, and now returns with R.I.S.E.
This will be George’s first time
collaborating with an orchestra,
combining his spoken word with
classical orchestration. ‘I never
thought that was something that
was out of our wheelhouse, even

back in the days when | was a rapper.

| always knew that to work with

an orchestra would just expand

the palate, and expand people’s
imagination.’

George grew up in north-west
London, where most of the homes
were rented to low income-families,
creating the conditions for rampant
colourism between Caribbeans

and Africans, difficult home
environments that expressed itself
as violence, but, also, the proximity
of different musical traditions that
fostered loose kinships locally and
internationally. George’s parents
were from Uganda, bringing with

them a love of music that would
permeate his consciousness. The
soundtrack of his home life was
made up of grime, pan-African
music, gospel, and hip-hop. Growing
up, he admired artists like Ghetts,
Rakim, Nas, and Big Daddy Kane.
And while he began as a grime MC,
it was an experience of performing
when he was 16, that orchestrated
his transition to poetry; ‘the music
cut out and | delivered the song
completely a capella’.

Alienated for not wanting

to participate in violence in
adolescence, enrolling at Cambridge
opened up a different sort of
alienation, being one of four Black
students at the college. But this
didn’t deter George, who became
the King’s College Student Union
Chairman, delivering his campaign
speech in rhymed verse, and
garnering a broad audience for his
creative output.

Upon graduation, George signed a
record deal with Island Records. It
brought a boost to his career, going
from experimentations with his a
capella grime verses in small venues
to TV appearances and headlining
major shows. His craft swiftly
developed, but that in itself created
tensions between what his label
knew could sell and what he thought
had artistic merit.

Parting with the record deal wasn’t
a decision that came lightly, though
it illustrates the integrity by which
George has tried to shape a career
that doesn’t depend on extractive
structures which he aims to critique.
‘There was no blueprint for what | do.
All of my peers were rappers. Ifrap

didn’t pan out for them they might
have moved into music management
or studio management’, and so it’s
of little surprise that George’s opting
out of arecord deal was a decision
that left a number of friends and
family baffled.

But then his entire career can be
viewed as one crafted through a
series of acceptances and refusals.
Turning down Island Records was
one thing, but at 28 he took the
decision to turn down an MBE. ‘|
knew | couldn’t accept the MBE,’

he writes in Track Record, ‘1 wasn't
about to co-sign the whole idea of
empire by attaching those words

to my name’. Such decisions mean
he’s no rookie to digital pile-ons,

but through upswells of racial abuse
for his personal choices George has
persisted in his pursuit of an output
and approach that encourages young
artists to stay steadfast within their
values. ‘Hopefully future creatives
don’t have the same debates | used
to have with my friends, who said it’s
just not possible to be progressive
and popular’.

‘I lay it all bare,’ he says, and indeed
he does, whether that’s on his
podcast, as a musician, as a speaker
and performer, or, more recently, as
a husband and father. In every arena
George the Poet shows himself

to be an artist whose powerful
practice is capable of commingling
the boundaries between the private
and the political, all with that ear-
capturingly warm baritone voice.

This is a shortened version of a
longer article — read the full version
by scanning the QR code.

London "

Philharmonic
Orchestra

2025/26 concerts on sale now to LPO members
Southbank Centre members: 25 April
General sale: 29 April

SOUI'HBANK
CENIRE

RESIDENT

Just announced:
2025/26
London concerts

© JASON BELL




SAT 26 APR 2025, 12PM—5PM | HAYWARD GALLERY

MICKALENE THOMAS x THE MULTI-STORY ORCHESTRA

SINGING ALL
ABOUT LOVE

WORLD
PREMIERE
PERFORMANCE

Mickalene Thomas’ portraits of Black women position them as both powerful and
resilient. Her work finds a partner with the Peckham-based Multi-Story Orchestra,
known for platforming the experiences and creativity of young Black people in the
area. Their performance gives a fresh and surprising context to Thomas’ work, and
provides a stage for the talents and creativity of the orchestra’s Young Creatives.

CREATIVE TEAM

Lewis Daniel composer

Abimaro Gunnell &

Multi-Story Orchestra Young Creatives songwriters
Patrick Davies, Donal Pywell, Marlon Hibbert &
Zara Judson-Kozdoj support musicians

Commissioned by the Southbank Centre

Presented by The Multi-Story Orchestra, Singing

All About Love is a powerful exploration of music,
community, and visual storytelling. In response to
Mickalene Thomas’ bold and dynamic artwork, Multi-
Story Orchestra’s Young Creatives weave together
original compositions that reflect the rich patterns and
themes in her work. This unique performance merges
song, orchestration and installation to create a multi-
sensory experience, celebrating love, identity and
collective expression.

Performed alongside Thomas’ artwork itself, the pieces
unfold throughout the day, inviting audiences to engage
with music in a fresh and immersive way. The Multi-Story
Orchestra’s signature approach — blurring boundaries
between classical and contemporary music — amplifies
voices and stories that deserve to be heard.

ABOUT MICKALENE

Mickalene Thomas is a renowned multidisciplinary artist
celebrated for her vibrant, rhinestone-adorned portraits
of Black women. Exploring themes of identity, race

and gender, her work explores themes of Black female
identity and its complexities within Western culture.

ABOUT THE MULTI-STORY ORCHESTRA

Since 2011, The Multi-Story Orchestra has been resident
at Bold Tendencies in Peckham, South London. There,

it has pioneered the integration of orchestral music

into communities. Notable highlights include its first
BBC Proms performance from a car park in 2016 and
performances across the UK, from Gloucester to
Portsmouth. The orchestra now regularly performs at
the Southbank Centre and Fairfield Halls. In 2024, it won
the prestigious Royal Philharmonic Society Award for its

‘We’re weaving
music and community
into the vibrant patterns of
Mickalene Thomas’ world —

-

moving performance piece The Endz. It is an Arts Council
National Portfolio Organisation. t’

e bringing her art to life
’t through sound.’

Abimaro Gunnel
Songwriter

17



SAT 26 APR 2025, 7.30PM | ROYAL FESTIVAL HALL

TOM MORRIS x LONDON PHILHARMONIC

ORCHESTRA

MAHLER 8

Mahler’s overwhelming Eighth Symphony is a rite of passage for both performer
and audience, thanks to its epic scale in terms of the number of performers,
length and storytelling scope. This new interpretation of the piece leans into
the Symphony’s maximalist sensibility. Director Tom Morris, conductor Edward
Gardner and the London Philharmonic Orchestra, together with video artist Tal
Rosner, have collaborated to create a performance that envelops the audience

spatially and visually as well as aurally.

MUSIC

Gustav Mahler
Symphony No.8 (90 mins)
No interval

CREATIVE TEAM

London Philharmonic Orchestra
Edward Gardner conductor*

Tom Morris director

Tal Rosner video artist

Ben Ormerod lighting design
Oscar Simms associate director
Tim Claydon movement consultant
Gillian Moore musical dramaturgy

* Edward Gardner’s position at the LPO is generously
supported by Aud Jebsen.

VIDEO TEAM

Arthur Skinner programmer

Dale Croft, Darren Culley additional animation
Kieth Ingram live action DoP

Sean Monroe camera assistant

Antonia Bain live action producer

Tristan Sturrock Faust

With thanks to Tali Oliver and Scottish Opera

Sarah Wegener soprano, Magna Peccatrix
Emma Bell soprano, Una Poenitentium, Gretchen
Jennifer France soprano, Mater Gloriosa
Christine Rice mezzo-soprano, Mulier Samaritana
Jennifer Johnston mezzo-soprano,

Maria Aegyptiaca
Andrew Staples tenor, Doctor Marianus
masz Konieczny bass-baritone, Pater Ecstaticus
k Welton bass-baritone, Pater Profundus
ilharmonic Choir
phony Chorus

Concert generously supported by a syndicate of donors

Commissioned by the Southbank Centre and the London
Philharmonic Orchestra

ABOUT THE MUSIC

Writer Joanna Wyld introduces tonight’s
mammoth Symphony:

GUSTAV MAHLER (1860-1911)
SYMPHONY NO.8

The question of how to market classical music
sometimes gets bogged down by a tension between
the desire to encourage people to join in, and the sense
that the artform ought somehow to be ‘above’ the
hard sell. It was a dilemma felt by Gustav Mahler when
he hired the promoter Emil Gutmann to publicise his
Symphony No.8. Gutmann coined the nickname — that
has stuck fast since — of ‘Symphony of a Thousand’.
Mahler was unconvinced. And yet, Gutmann had
succinctly described the huge scale of the piece, in
which Mahler took the already massive forces of his
earlier vocal symphonies and supersized them. Soon
after he’d written this piece in a matter of weeks in
1906, Mahler told Sibelius that a symphony should be
like the world — it should embrace everything. With
the Eighth Symphony, Mahler sought to embrace not
only the world but the heavens as well. Alongside this
ambition was vulnerability: he sought the approval of
his peers and public — and the woman he loved.

Mahler was, by now, a conducting star. But as a
composer his brilliance was yet to be fully accepted,
as his father-in-law, painter Emil Schindler said:
‘Mahler: great conductor, also composes — but

it’s no good.” Mahler went all out in this symphony

to demonstrate otherwise, resulting in a grand
collaboration between varied forces: huge orchestra,
two choirs, eight soloists, children’s choir, offstage

‘l can’'t tell you
how beautiful Mahler’s
symphony is. A wealth of
ideas, an intensity of emotion,

the most supernatural
emotion’

Anton Webern
Composer

brass, organ, piano, harmonium, celeste, mandolin.
The voices are balanced with the instruments in a
completely new way. Previously they’d punctuated
key moments in Mahler’s symphonies, but here
they’re integral throughout. It wasn’t just the scale
that was extraordinary but the concept: Mahler
wanted to speak for all humankind, his choirs praying
to the Holy Ghost in the first part, and becoming
angelic choirs in the second, when the character
Faust, from Goethe’s play, represents humanity’s
need for redemption.

Gutmann’s marketing worked, creating a stir that
filled Munich’s new concert hall on two back to back
nights in 1910. Mahler conducted, and the rapturous
audience included a who's-who of artistic figures who
recognised the mystery as well as the scale of the
piece. Composer Anton Webern told fellow composer
Arnold Schoenberg: ‘I can’t tell you how beautiful
Mahler’s symphony is. A wealth of ideas, an intensity
of emotion, the most supernatural emotion. In the
second part, there is a stillness and tenderness. Itis
indescribable, so beautiful.’ Closer to home, things
were less successful. By the time of the premiere,
Mahler had discovered that his wife Alma —whom he
adored but expected to serve his genius — was having
an affair with architect Walter Gropius. Goethe’s plea
to the ‘eternal feminine’ at the work’s end must have
felt all too relevant.

The symphony opens with organ and the choir
singing a hymn: ‘Veni, Creator Spiritus’ (Come,
Holy Ghost). There is a gentler section asking the
Spirit for grace, featuring seven of eight soloists.
Threatening dissonances reflect humanity’s
infirmity, followed by choral calls for the Spirit to
‘set light to our senses’, ‘infuse love into our hearts’
— and drive away our enemies. The first movement
ends with a Gloria that starts with an orchestral
fugue, building into a radiant hymn that recalls
the opening.

PREMIERE

PERFORMANCE

So far, the symphony has resembled existing sacred
works using voices. But with the second half, Mahler
did something new, writing a scene change into the
score, suggesting a theatrical, operatic vision. We
awake as if from a dream amidst the mountain gorges
of the last scene of Goethe’s Faust, the story in which
the brilliant but dissatisfied scholar makes a deal with
the Devil, exchanging his soul for unlimited knowledge
and worldly pleasures. But what is the connection
between the urgent medieval prayer for divine rescue
and Mahler’s favourite dramatic text?

As the second part unfolds, the spiritual threads linking
these texts become clear. Atmospheric orchestral
sounds create a sense of spacious grandeur, with

the voices describing scenery and creatures. Pater
Ecstaticus sings of the eternal fire of bliss, then

Pater Profundis describes the daunting obstacles on
the journey. The angelic children’s choir and Doctor
Marianus proclaim that Faust’s soul is saved, but still
the drama is unresolved. Gretchen, Faust’s former love,
makes a plea that she be allowed to conduct his soul
into the higher realms, affirmed by a cast of penitent
Biblical women: the woman of Samaria, Mary of Egypt,
the woman caught in adultery (ouch). Intriguingly, the
prayer is not made to God or the Creator Spiritus, but to
the Mater Gloriosa — evoking the Virgin Mary but also
Goethe’s more earthly ‘eternal feminine’.

As the dream fades, the prayerful chorus of part one
returns to sing of the unattainable becoming real, and
the textures expand towards a majestic ending, Mahler
zooming out on the scene as though to show us the
whole world; the whole universe.

© Joanna Wyld, 2025
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‘I'm always searching
for the “third thing”: the
inexplicable magic when the
right elements create far more
than the sum of their parts’

Rakhi Singh
Manchester Collective
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INTERVIEW

We spoke to video artist llya Shagalov about

Symphony of Shadows.

COULD YOU TELL US FIRST A
LITTLE BIT ABOUT YOU, YOUR
CAREER AND YOUR WORK?

In childhood, | studied piano.
Though | struggled with the
discipline of classical music and
secretly wished to attend art
school, the conflict shaped an
enduring connection to music.

As a teenager, | attended a music
festival, where | experienced the
transformative power of video

art integrated with music. It
immediately inspired me — | knew
that | wanted to create something
equally expressive.

While studying theatre directing,
Kirill Serebrennikov noticed my
passion and offered me a formative
opportunity on a production scored
by Alexey Syumak. | learned to
combine deep literary analysis

with music, creating visual
narratives beyond mere decoration,
understanding that visual
storytelling should extend meaning.

For me, visual imagery and music
are inseparable. | believe that even
abstract visuals can evoke profound
emotional experiences. During live
performances, synchronising with
the orchestra and breathing as

one collective organism becomes
crucial for me.

DID YOU KNOW SYMPHONY
NO.7 BEFORE YOU STARTED
WORK ON THIS PROJECT?
HOW DID SHOSTAKOVICH’S
MUSIC INSPIRE YOU?

| knew Shostakovich’s Symphony
No.7 from school, presented

then as a monument of patriotic
resilience. The popular narrative
of the Leningrad premiere during
the blockade — with musicians
weakened yet defiant — always
struck me as profoundly troubling,
even haunting. Where others saw
heroism, | often perceived madness
and tragic coercion.

Yet, beyond these historical
connotations, Shostakovich’s
symphony overwhelms with

its sheer intensity, emotional
complexity, and raw power. For this
project, | consciously moved away
from traditional interpretations
of war and siege. Together

with Vasily, | aimed to reframe

the symphony as a universal
exploration of human ambition,
strength, and vulnerability. Today,
I hear in Shostakovich’s music

the struggle of a soul grappling
with existential limits —both a
celebration of humanity’s ascent
and a caution against its inherent
destructiveness.

‘I HEAR IN SHOSTAKOVICH’S MUSIC THE STRUGGLE OF A SOUL
GRAPPLING WITH EXISTENTIAL LIMITS — BOTH A CELEBRATION
OF HUMANITY’S ASCENT AND A CAUTION AGAINST ITS
INHERENT DESTRUCTIVENESS!.

HOW IS THE VIDEO
STRUCTURED, CAN YOU
TELL AUDIENCES A LITTLE
BIT ABOUT WHAT THEY CAN
EXPECT?

We’ve chosen a triptych structure
—three screens emphasising
symbolic significance and narrative
fragmentation. Throughout the
circle serves as a recurring visual
motif, representing cyclicality, unity,
and existential repetition.

| approached the four movements
as distinct yet interconnected
narratives:

I. The Myth of Icarus: a meditation
on humanity’s relentless quest for
self-discovery and the catastrophic
realization of our limitations.

Il. The Illlusion of Harmony and
Memory of Flight: a reflective space
of dreams and illusions, visualised
abstractly through generative
graphics, evoking the fragile peace
after personal tragedy.

lIl. The Depth of the Fall: a
confrontation with inner truths,
past spirits, and transcendence,
moving from external freedoms to
inner liberation.

IV. The Dichotomy of Progress:

a dramatic climax exploring
humanity’s complicated
relationship with nature. Here,
triumph and tragedy collide:
humanity achieves unprecedented
dominance, only to find itself atop
the ruins of its own making. Who
ultimately prevails — the creator or
the destroyer?

Each movement adopts a distinctive
visual language and technique,
culminating in the final movement,
which synthesises earlier themes,
techniques, and aesthetics,

offering audiences an immersive,
transformative experience.




‘LEGACY
charts the history
of rap, grime, and RnB
in Birmingham through

interviews with the people
that built the scene and
make music within it.

Tom Spurgin
CBSO




TUE 29 & WED 30 APR 2025, 7.45PM | QUEEN ELIZABETH HALL

SASHA WALTZ & GUESTS x LONDON SINFONIETTA

IN C

Sacha Waltz is renowned for her innate musicality as a choreographer, having
tackled big symphonic works by Beethoven and Berlioz, and her movement,
which has a strong element of improvisation (mirrored by Terry Riley’s music in
these performances), always beautifully reflecting and amplifying the music’s

intent. With movement perfectly aligned to the music and a strong visual element,

tonight’s collaboration with the London Sinfonietta is a perfect demonstration of

the ambition of Multitudes.

MUSIC
Terry Riley
In C (60 mins)

No interval

CREATIVE TEAM

London Sinfonietta
Sasha Waltz & Guests

Supported by the Goethe-Institut London

SCAN THE QR CODE TO ACCESS
ADDITIONAL CONTENT ABOUT
THIS PERFORMANCE

ABOUT THE MUSIC

Author and journalist Olivia Giovetti introduces
tonight’s music:

TERRY RILEY (1935-)
IN C

You might not immediately link John F Kennedy to the
birth of minimalism. Nonetheless, that’s where this
story starts: In 1963, a 28-year-old Terry Riley was
living in Paris. He received his master’s in composition
from the University of California, Berkeley, two years
earlier, but was going through an artistic identity crisis,
one he hoped to cure with some time in Europe, which
he financed in part by playing piano in officers’ clubs.

The clubs closed for an extended period of mourning
that November, following Kennedy’s assassination.
Without a financial safety net, Riley returned with his
family to San Francisco in early 1964. That November,
just a few weeks shy of the anniversary of Kennedy’s
death, he premiered In C. It was a milestone work that
defined Riley’s musical identity and became both a
cornerstone of what would become the minimalist
school and a case study in chain reactions.

It’s also a work embedded in the anxieties and
revelations of the 1960s. ‘| was never concerned with
minimalism,” Riley later said of the piece. ‘But | was
very concerned with the psychedelic movement of

the 60s as an opening towards consciousness.’ In C
provides its own kind of opening. Despite its historic
weight, the music as written on the page seems scant,
more like notes towards a work than the work itself.
Across a single page — without any instrumentation,
parts, or tempo markings — are 53 cells, musical motifs
that often consist of just a handful of notes.

The work is ideally suited to an ensemble of 35 people
or more, but can be adapted across size and scope.

The only hard-and-fast rule is that players must play
these motifs in numeric order, but they can repeat and
riff on them as they see fit. Underscoring all of this is
a pianist who plays a heartbeat of steady C-natural
notes. Given that the average runtime of In C is
anywhere between 45 and 90 minutes, that can mean
upwards of 15,000 equally-paced notes.

Contrast this with the freedom given to the other
musicians moving through the 53 musical figures.
Some are equally simple and rigid — a single quaver,
sustained semibreves. Even the more complex

figures mostly range between simple, tight intervals
of seconds, thirds and fifths. The most complex and
longest figure is number 35, two-thirds of the way
through the work, which has a total of 25 notes, but
still sounds like the fragment of a tune than a tune
itself. Yet, while the overarching melody is minimal, the
overarching effect is not. As players go at their own
pace, the musical motifs become layered on top of one
another, creating a dense tangle of sound; layers on
layers of musical patterns.

Still, there is harmony in the chaos, guided by Riley’s
jazz club background. The real task he sets for

‘Our artistic
work is a permanent
search for empathy and
humanity. It strives against all forms
of discrimination, violence and ideology

and stands up for the democratic values

of an open and diverse society. This is
what in particular the project In C, not
only a political piece, but actually a
democratic process in dance
and music, stands for.

Sasha Waltz
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musicians is as much (if not more) about listening

to one another as it is performing. ‘Players repeat a
figure ad lib until they decide to continue, but they
must listen to one another to decide when their change
will have the greatest impact,’ Robert Carl writes in

his book on In C. ‘Thus, though the notes and rhythms
are all predetermined, the piece creates its own oral
tradition. Like rock, it emphasises a pulsating “groove”
that propels the music forward.’

Once each musician reaches figure 53, Riley instructs
them to stay on it until the entire ensemble arrives
there. ‘The group then makes a large crescendo and
diminuendo a few times, and each player drops out as
he or she wishes,’ he writes, and we end as we begin
with the heartbeat of the C notes on the piano. Yet
suggesting that there is an end point of In C is a bit

of a misnomer. Music, in Riley’s view, is a continuum.
It’s not uncommon to still feel the resonance of

those figures in the atmosphere, or in your own body
as you leave the concert hall. When we listen to a
performance of In C, we are simply tuning in to sounds
that are, on some level, always there.

© Olivia Giovetti, 2025
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‘Roll up! Roll up!

Dr Frompou’s musical
menagerie is coming to town,
bringing you a performance
the like of which you won't
have seen or
heard before!’
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Enjoy your visit

The Southbank Centre is the UK’s largest centre
for the arts and one of the nation’s top five visitor
attractions, showcasing the world’s most exciting
artists at our venues in the heart of London. As

a charity, we bring millions of people together by
opening up the unique art spaces that we care for.

The Southbank Centre is made up of the Royal
Festival Hall, Queen Elizabeth Hall, Purcell Room,
Hayward Gallery, National Poetry Library and Arts
Council Collection. We're one of London’s favourite

meeting spots, with lots of free events and places
to relax, eat and shop next to the Thames.

We hope you enjoy your visit. If you need any
information or help, please ask a member of staff.
You can also write to us at Southbank Centre,
Belvedere Road, London SE1 8XX, or email
hello@southbankcentre.co.uk

Subscribers to our email updates are the first to
hear about new events, offers and competitions.
Just head to our website to sign up.

SOUI'HBANK
CENITRE

Love what we do?

Why not support our work
and get closer to the art?

You can support us year-round by joining
our family of Members and supporters,

with different levels of access to our artistic
programme. You’ll enjoy the first chance t.
book presale tickets, your own Members’
Lounge and never pay booking fees. L)

Your support will help us to deliver life-chat
participation projects and a programme
events to help open up the arts to all.

Find out more at southbankcentre.co.uk/join

London Philharmonic Orchestra Junior Artists,
© Benjamin Ealovega

THANK YOU

Your continued and generous support enables us to keep doing what we're
doing, bringing millions of people together by opening up the unique art
spaces that we care for. In particular, we would like to thank:

Sponsors and Partners
Bloomberg Philanthrophies
Edwardian Hotels

HB Reavis

Sea Containers

TCL

Van Cleef & Arpels

Corporate Members
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Bloomberg
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Imperial Health Charity
Mishcon de Reya
Sotheby’s

5654 & Company
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Art Fund

Arts Council England Lottery Funded

The Baring Foundation

City Bridge Foundation

Cockayne Grants for the Arts

Durjoy Bangladesh Foundation (DBF)

Fluxus Art Projects

Garfield Weston Foundation

The Goethe-Institut London

Henry Moore Foundation

Institut fur Auslandsbeziehungen (ifa)

The Italian Cultural Institute in London

The John S Cohen Foundation

The Karlsson Jativa Charitable
Foundation

Korea Foundation

Kukje Art and Culture Foundation

Ministry of Culture, Taiwan (R.O.C.)

The Nicholas Berwin Charitable Trust

Philip and Irene Toll Gage Foundation

RC Foundation, Taiwan (R.O.C.)

The Rothschild Foundation

Samsung Foundation of Culture

T.S. Eliot Foundation

VIA Art Fund

Yang Won Sun Foundation

Patrons & Major Donors

Kate & Ajay Agarwal

anonymous art project

Nathalie Aureglia-Caruso

Laura Bailey

Marc & Lynne Benioff

Big Give Foundation

Michael Blank

Tom & Jo Bloxham

BLUM Los Angeles, Tokyo, New York

The Rory and Elizabeth Brooks
Foundation

Simon Morris & Annalisa Burello

Max & Monique Burger and the
TOY family

Burke Family Foundation

Piers D Butler

Sarah Cannon

Matt & Pia Cohler
Marie-Laure de Clermont-Tonnerre
Lady Alison Deighton

Maryam Eisler

Dr Paul Ettlinger

Bridgitt & Bruce Evans
Nicoletta Fiorucci Foundation
The Form Foundation
Gagosian

Galerie Barbara Wien, Berlin
Galerie Chantel Crousel
Galerie Nathalie Obadia
Gillian Jason Gallery
Glenstone Museum

Lydia & Manfred Gorvy
Alexander Graham

Professor Lynda Gratton &

The Hon Sir Nigel Boardman
Lisa Honeyman & Baer Pettit
Pippa Hornby
Mike & Antonia Hussey
Mary & Daniel James
David & Clare Kershaw
Shareen Khattar Harrison
kurimanzutto, Mexico City / New York
Wendy Lee
Lehmann Maupin
David Maclean
Tristin & Martin Mannion, Boston, MA
Marian Goodman Gallery
Liz & Luke Mayhew
Jane & David Metter
Misso Family
Rahul Moodgal
Pace Gallery
Marshall & Véronique Parke
Perrotin
The Roberts Institute of Arts
The Roger and Ingrid Pilkington

Charitable Trust
Bianca & Stuart Roden
Corinne & Robert Rooney
Sir Paul & Lady Jill Ruddock CBE
Danielle Ryan
William Sargent & Sandhini Poddar
Eleanor & Francis Shen
David and Jennifer Sieff Charitable

Trust
Spriuth Magers
Malek & Maria Sukkar
Thomas Dane Gallery
Tioc Foundation
Lara Veroner Gubitosi
Catherine Walsh
George Wells
White Cube
Yancey Richardson Gallery
Jenny Yeh, Winsing Arts Foundation
Anna & Michael Zaoui
David Zwirner Gallery

Artistic Director’s Circle

Roger & Alison Heath

Dr Christopher & The Lady
Juliet Tadgell

David Zwirner Gallery

Directors’ Circle

Brian Abel

The Hon. David Bernstein

Karl Otto & Ingemo Bonnier
Richard Buxton

Sir Ronald & Lady Cohen

Jill Cramphorn

Stefan Cross

Adam Dustagheer

Sarah Elson

Jacqueline & Michael Gee

Dr Peter Guider

Malcolm Herring

Dr Patsy Hickman

Ralph & Yolande Kanza

Mr Karpukhovich & Mrs Litvintseva
Donovan Kelly & Ann Wood
Colin Kirkpatrick

Sybil Kretzmer

Steven Larcombe

Varda Lotan & Angus Braham
Robert McHenry & Sally Lloyd-Bostock
Mrs Kathrine Palmer

Ceinwen & Jonathan Rees
Roberta & Stephen Rosefield
Anand & Lena Saggar

Sue Sheridan OBE

Matthew Slotover & Emily King
Mark Smith & Geraldine Wong-Smith
Andrew Smith

Jo & Toby Thomson

And all those who wish to
remain anonymous

Governors

Misan Harriman Chair
Luke Mayhew Deputy Chair
Kieron Boyle

Anais Hayes

Dame Vivian Hunt
Mike Hussey

Sir Roly Keating
Jerome Misso

Ndidi Okezie OBE
Sandy Rattray

Sir William Sargent
Libby Savill

Lynne Shamwana
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With thanks to all our Governors
for their support of the classical
music programme.
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