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Welcome

29 September 2013

Welcome
to tonight’s concert
Conductor Gianandrea Noseda returns to the
podium this evening following a critically acclaimed
performance of Verdi’s Rigoletto earlier this month
which opened the LSO’s 2013/14 concert season.
Tonight he brings another element of the highly
successful Aix summer residency to London – this
time, a concert of works by Britten and Shostakovich.
The new element in tonight’s concert is the debut
of Nikolai Lugansky with the LSO, performing
Prokofiev’s Piano Concerto No 3. Some audience
members may remember his excellent recital with
Leonidas Kavakos last season and we are delighted
to welcome him to the stage as soloist tonight.
This evening’s performance also marks the first
Recommended by Classic FM concert for this season –
I would like to take this opportunity to thank them
for their continued support.
I hope you enjoy tonight’s concert, and will join
us again this season. Our next concert takes place
on Thursday 3 October, when we will be welcoming
back Principal Guest Conductor Daniel Harding
for a programme of Russian repertoire, featuring
Stravinsky’s The Firebird in its original version.

Kathryn McDowell CBE DL
Managing Director

Living Music
In Brief
FAMILY ARTS FESTIVAL
With the first nationwide Family Arts Festival less
than a month away, we can’t wait to join in the fun.
LSO events featuring in the festival include informal
lunchtime recitals (including the chance to quiz LSO
musicians), a spooky, witch-themed matinee concert,
a creative session based on Berlioz’s shiver-inducing
Symphonie fantastique, and much more.
lso.co.uk/bringyourfamily
THE LATEST RELEASE FROM LSO LIVE
Released this month on LSO Live is the second starstudded instalment of Valery Gergiev’s Szymanowski
cycle, featuring the composer’s Third and Fourth
Symphonies, and the deeply personal Stabat Mater.
The recording is supported by the Adam Mickiewicz
Institute as part of the Polska Music Programme.
lso.co.uk/lsolive
A WARM WELCOME TO TONIGHT’S GROUPS
The LSO offers great benefits for groups of 10+
including 20% off standard ticket prices, a dedicated
Group Booking phone line and priority booking, free
interval hot drinks and a private interval reception for
bigger groups. To reserve tickets, call the dedicated
Group Booking line on 020 7382 7211. If you have
general queries, please contact LSO Groups Rep
Fiona Dinsdale (fiona.dinsdale@lso.co.uk).
At tonight’s concert, we are delighted to welcome
Christopher Fuller & friends and a group from
Faversham Music Club.
lso.co.uk/groups
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Benjamin Britten (1913–76)
Four Sea Interludes from ‘Peter Grimes’ (1944)
1

DAWN

2

SUNDAY MORNING

3

MOONLIGHT

4

STORM

GEORGE CRABBE (1754–1832)
English poet, surgeon and clergyman,
born in Aldeburgh, the Suffolk seaside
town which Britten later made
his home. Crabbe is known for his
realistic depictions of middle and
working-class life – Lord Byron, an avid
admirer, described him as ‘nature’s
sternest painter, yet the best’.

COMPOSER PROFILES
are on pages 8 & 9
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While staying with friends near Los Angeles during
the summer of 1941, Benjamin Britten and Peter Pears
came across an article by E M Forster on the Suffolk
poet George Crabbe (1754–1832) in a back issue of
The Listener. Britten (himself born in Suffolk) was later
to comment: ‘I suddenly realised where I belonged
and what I lacked’, and even more revealingly,
‘that I must write an opera’. Pears discovered a copy
of Crabbe’s poems, including The Borough, which tells
the tragedy of the fisherman Peter Grimes, in a
‘Rare Book Shop’. His and Britten’s enthusiasm after
making this discovery is obvious in a letter sent to
their New York friend Elizabeth Mayer on 29 July:
‘We’ve just discovered the poetry of George Crabbe
(all about Suffolk) and are very excited – maybe an
opera one day!!’. The remainder of 1941 and the
early part of 1942 were spent working on a draft
synopsis and libretto for an opera based on Peter
Grimes, but it was not until reaching the UK that a
librettist was found – the left-wing writer Montagu
Slater, with whom Britten had frequently collaborated
in the 1930s – and serious progress made.
From the outset, chief among the opera’s distinctive
features was the sequence of orchestral interludes
(six in all) that introduce or separate scenes, a device
in which the influence of Shostakovich’s Lady Macbeth
of the Mtsensk District and Berg’s Wozzeck can be felt.
On early typed libretto drafts Britten made important
marginal notes throughout, in which he succinctly
describes the kinds of music he intended to write.
Those concerning the interludes are of particular
interest and suggest that they were intended to have
a programmatic function within the structure, a point

made even clearer by the arrangement of four of
them into a concert suite in which each was given a
descriptive title by the composer: ‘Dawn’ (Interlude I
in the opera); ‘Sunday Morning’ (Interlude III);
‘Moonlight’ (Interlude V); and ‘Storm’ (Interlude II).
‘Dawn’, described by Britten in his libretto marginalia
as an ‘Everyday, grey seascape’, comprises three
ideas operating on three levels: the high-lying unison
melody for flutes and violins; the bubbling rising and
falling arpeggios on clarinets, harp and violas; and the
ominous chorale-like motif from bassoons, brass and
low strings. ‘Sunday Morning’ (‘Sunny, Sparkling music’)
is taken from the beginning of Act II of the opera,
where the schoolmistress Ellen Orford sings ‘Glitter
of waves / And glitter of sunlight / Bid us rejoice /
And lift our hearts on high’. Britten superimposes
overlapping chords on the horns with (at first) a spiky
idea on the woodwind, the quality enhanced by the
bright D major tonality, brightened further by the use
of a sharpened fourth note (G sharp) of the scale.
Ellen’s words coincide with the second idea, an
expressive melody on violas and cellos. ‘Moonlight’
(‘Summer night, seascape, quiet’ in the composer’s
description) introduces Act III of the opera. Quiet,
slow throbbing syncopations are broken by chinks
of moonlight (flutes and harp), before reaching a
tumultuous climax.
The final interlude of the concert suite, ‘Storm’,
speaks for itself. In the opera, it prefaces Act I Scene 2,
set in The Boar, and re-emerges throughout the scene
as characters arrive at the pub. A rondo structure
in E-flat minor, the interlude not only provides a
graphic portrayal of the physical storm but also the
psychological storm in Grimes’ mind.
Programme Note © Philip Reed
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Sergei Prokofiev (1891–1953)
Piano Concerto No 3 in C major Op 26 (1921)
1

ANDANTE – ALLEGRO

2

TEMA AND VARIATIONS

3

ALLEGRO MA NON TROPPO
NIKOLAI LUGANSKY PIANO

Even before he left his native land in 1918 for a
prolonged period of travel, Prokofiev had some inkling
of the opportunities afforded by exposure to a
broader international audience. Trips to London and
Italy, and a growing reputation as a composer and
pianist, were more than enough to encourage the
young artist that a sustained assault abroad would
impel his career in a way he could never hope for if
he remained at home. If any further earnest were
needed, then the success of his compatriot Stravinsky
clinched the matter. Despite stirring events at home,
Prokofiev petitioned for and received permission to
travel abroad from the Commissariat of Education
‘on matters of art and to improve his health’.
THE GAMBLER
Opera in four acts, based on the
story by Fyodor Dostoyevsky.
Completed in 1917, the opera never
received its planned premiere
owing to the February Revolution.
It was performed in 1929 following
extensive revisions, but the original
version was not staged until 2001.

Prokofiev took with him a number of completed
scores, including the ‘Classical’ Symphony, the First
Piano Concerto and the score of his opera The Gambler.
In addition to these were two important uncompleted
projects: another opera, The Love of Three Oranges,
and the sketches of a Third Piano Concerto. His First
Piano Concerto had divided critical opinion at its first
performance in 1912 and the Second had done much
to advance his reputation as an enfant terrible when
its boldly dissonant musical language reached an
easily outraged public. Prokofiev was, however, aware
that he had not achieved an entirely satisfactory
balance between piano virtuosity and the orchestra
in either work.
The impulse to write a large scale virtuoso piano
concerto had been with him since 1911, and over
the next decade he added ideas to the project.
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Although the Concerto bears an opus number
suggesting closeness to the ‘Classical’ Symphony
(the Symphony was composed in 1918), the
designation is only an indication, as was Prokofiev’s
habit, of the date of conception of the work.
His attentions in 1920 had been taken up with
music for the stage, but in the summer of 1921 he
rented a cottage at Etretât on the Breton coast,
and completed the Concerto in good time for its
premiere that December in Chicago. The success
of the Concerto in America and particularly Europe
was immediate – it still remains one of Prokofiev’s
most popular pieces and his most frequently
performed piano concerto.
The qualities of clarity and vitality that appealed to
the work’s original audiences are apparent almost
immediately the work begins: after a gentle, almost
soulful introduction, the strings sweep up to the initial
piano entry, an energetic theme which supplies much
of the material for the first movement. An ironic,
march like idea leads to a more ruminative central
section based on the opening idea of the Concerto.
The soloist leads the return of the opening material
and also the final dash to the double bar. The mood
in the slow movement is broad and wide-ranging.
The measured theme with its almost pastiche quality
generates variations that encompass both angularity
and dazzling virtuosity, as well as rhapsody and elegy.
Prokofiev himself indicated that the finale was
based on themes for an incomplete string quartet.
As elsewhere in the Concerto, there is no sense
that the material is not part of a coherent stream
of inspiration. Like the first movement, the Finale is
built up of two stretches of brisk heaven storming
virtuosity, surrounding a gentler central episode.
Programme Note © Jan Smaczny
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Benjamin Britten (1913–76)
Sinfonia da Requiem (1940)
1

LACRYMOSA

2

DIES IRAE

3

REQUIEM AETERNAM

STRAUSS’ JAPANESE
FESTIVAL MUSIC
Joseph Goebbels assigned the
Japanese 2600th anniversary
commission to Richard Strauss (then
aged 75), who interrupted his work on
the opera Die Liebe der Danae to
compose Japanische Festmusik Op 84.
He received 10,000 Reichsmarks for
his effort, but Japanische Festmusik
remains Strauss’ least performed work.

In 1939 the Japanese Government commissioned a
number of musical works from European composers
including Strauss, Ibert and Pizzetti, to mark the 2600th
anniversary of the founding of the Japanese dynasty
the following year. Also among the composers who were
invited to participate was the 25-year-old Britten,
at that time living and working in the United States.
His publisher, Ralph Hawkes, had been approached
via the British Council for a ‘full-scale orchestral work,
symphonic poem, symphony, suite, overture’ from
Britten in September 1939, the month in which hostilities
broke out between Britain and Nazi Germany.
The composer readily agreed although he made it
clear from the outset (to Hawkes, at least) that any
manifestation of jingoism would not be to his taste.
He wrote to Hawkes in October outlining what he
had in mind: ‘I have a scheme for a short symphony –
or Symphonic poem. Called Sinfonia da Requiem
(rather topical, but not of course mentioning dates or
places!) which sounds rather what they would like’.
Sinfonia da Requiem was written in the spring of 1940
and the score dispatched to Japan. Plans were laid
for Britten to travel to Tokyo and attend the premiere
of the new work later than year. While the Sinfonia
was undoubtedly suited to the composer’s own
requirements, it did not fulfil the commissioners’ at all.
On examining the score they considered the work
inappropriate to the occasion and it was rejected.
There were, perhaps inevitably, misunderstandings
on both sides and a voluminous exchange of
correspondence and documents ensued. Nevertheless,
the Japanese held their resolve and the work was
not performed as part of the celebrations. The first
performance of the Sinfonia da Requiem was
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given in New York, in March 1941, by the New York
Philharmonic conducted by John Barbirolli.
World events were also to play their part in the
extraordinary history of the work. At the same time
as Britten was trying to compose a suitable rejoinder
to the chairman of the commissioning committee
in Tokyo, political tensions between Japan, America
and the Allies were intensifying, finally to break out
in December 1941 with the Pearl Harbor attack.
The Sinfonia, while nominally an in memoriam
to Britten’s parents and adopting a Christian
framework of reference (one of the points to which
its commissioners objected), has wider implications
given the background of violence and menace in
which it was written. The composer’s letters from
this period make it quite clear that the work reflected
his own response to the war raging in Europe and
beyond. It therefore operates on more than one level
and provides a locus classicus of the juxtaposition
of the public and private artistic statement.
The slow-fast-slow sequence of movements adopts
a key scheme based on D minor for the first two
movements, major for the last. Britten’s movements
recast the conventional order of the Requiem Mass,
with the Lacrymosa, usually a pendant to the Dies Irae,
now placed first, and the Requiem aeternam re-sited
from the beginning of the conventional requiem to
the end in Britten’s symphony. Death himself pounds
terrifyingly at the door from the outset of the
Lacrymosa’s ritual mourning, a movement which
climaxes in a blaze of D minor/major. The Dies Irae is
one of Britten’s most powerful and virtuosic dances of
death, full of demonic savagery, while the last movement,
in a serene D major, offers a consoling lullaby.
Programme Note © Philip Reed
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Dmitri Shostakovich (1906–75)
Symphony No 6 in B minor Op 54 (1939)
1

LARGO

2

ALLEGRO

3

PRESTO

THE GREAT TERROR 1936–39
The two-year period of creative
drought preceding the Sixth Symphony
coincided with the height of the
ethno-political cleansing now known
as Stalin’s ‘great terror,’ which saw an
average of 1000 ‘counter-revolutionary’
Soviet citizens executed every day.

THE OCTOBER REVOLUTION
The climax of the larger Russian
revolution of 1917, ‘Red October’
marked the start of the Russian Civil
War and the establishment of the
Russian Socialist Federative Soviet
Republic, the world’s first socialist state,
which later became the Soviet Union.
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Following the triumphant premiere of the Fifth
Symphony in the autumn of 1937, Shostakovich
found himself once again on the crest of a wave of
success. But the young composer must have been
well aware that a great number of other people in
the artistic and intellectual world were continuing
to suffer the same terror and persecution that he
had endured, and many were confronting worse
fates than he; often ending up in prison or – in some
cases – dead. Shostakovich now retreated into the
safer and more mechanical world of commercial
music; almost the only serious music that occupied
him at this time was the First String Quartet. On 15
April 1939 he finally sat down to write his next big,
serious work; the Sixth Symphony. Finally, on 28
August, he announced that he had finished the first
two movements and that ‘the Sixth Symphony will be
different in mood and emotional tone from the Fifth,
which was characterised by elements of tragedy and
tension. In this one, music of a contemplative and
lyrical kind predominates’. Then, quickly covering
his tracks, he added, ‘In my new work I wanted
to communicate feelings of spring, happiness
and youth’. This last remark is a characteristically
Shostakovichian diversion; while it might just be true
of the, as yet unwritten, last movement, it is simply
absurd as a description of the two movements
whose completion he was announcing.

‘I wanted to communicate feelings
of spring, happiness and youth.’
Shostakovich on the Sixth

The Symphony was finally finished just three weeks
before the first performance, at a concert by the
Leningrad Philharmonic Orchestra conducted by
Evgeny Mravinsky, on 5 November 1939 in honour of
the 22nd anniversary of the October Revolution. The
reaction of the audience was so enthusiastic that the
orchestra immediately played the last movement again.
The critics, on the other hand, were not so keen.
Their message was clear: the composer is sailing
dangerously close to the wind by not writing a
symphony that sits passively within a framework that
has already been agreed. In particular, one critic’s
use of the word ‘unexpected’ is evidently intended
to carry the implication ‘impertinently individualistic’.

‘Impertinently individualistic.’
The irony of this criticism is that the Sixth, underneath
its strange three-movement form – a slow movement
followed by two fast movements – is actually, along
with the Ninth, one of Shostakovich’s most ‘classical’
and even ‘classicising’ symphonies. Here, beneath a
surface that is indeed sometimes unexpected, we can
hear Shostakovich, almost for the first time in his life,
engaging seriously and deeply with some of the
most hallowed formal concerns of the symphonic
tradition. And beyond those formal concerns, he is
also engaging with something else: counterpoint. For
the young Shostakovich, the combining of melodies
was something hardly more important than a kind of
cheeky decoration. But here in the Sixth Symphony
he finally confronts the problem of articulating an
entire movement in contrapuntal terms. In a way,
this work represents not only a leap forward in
Shostakovich’s mastery of symphonic scale, but also
the beginning of a fascinating contrapuntal journey –
one that was to lead to much of his finest music
for string quartet, as well as to the great cycle of
24 Preludes and Fugues of 1950–51.
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First Movement
IN BRIEF
Shostakovich’s Sixth Symphony
consists of just three movements:
a slow, introspective first
movement, longer than the rest
put together, followed by a snappy
second movement and a raucous
finale. The finale proved so popular
with audiences that an encore was
called for at the premiere.
However, many critics were
confused by the Sixth Symphony –
the contrast between the intensely
sorrowful, meditative first movement
and the boisterous, music-hall
atmosphere of the following
movements were too jarring.

Several commentators have pointed to the Bachlike feel of the first few bars of the opening Largo.
The texture of this first section unfolds in a grandly
elaborate multi-voiced web where every passing
motif and note derive from ideas heard in the very
opening bars. The middle section of the movement
seems to begin far away, with the cor anglais playing
a new melody that opens by rocking backwards
and forwards between a major and a minor third.
The newness of the musical landscape at this point is
reinforced by the constant presence of a B-flat in the
harmony (the fundamental key of the movement is
B minor). Gradually, however, we begin to recognise
that the apparent newness of this music is an illusion.
What we are listening to is actually a development
section in a mono-thematic sonata form. This becomes
even clearer as we feel ourselves being led back
towards a recapitulation of the opening. When we
get there, however, the recapitulation itself turns
out to be an illusion. The material of the first section
reappears only in a fragmentary form, compressed,
and twisted to suggest doubt and lack of resolution.

7

Finale

‘It’s the first time I have written
such a successful finale.’
Shostakovich on the finale
The composer himself judged the presto last
movement to be ‘the most successful finale’ he had
yet written, and its success partly depends on a
fantastical evocation of the classical past not unlike
that of Prokofiev’s ‘Classical’ Symphony. This finale
also brings together the ‘Classical’ formal concerns
of the two previous movements into a sonata-rondo.
Perhaps it was this in particular that made one
commentator think that it might have given pleasure
to Mozart or even Rossini. Yet, as so often with
Shostakovich, nothing is ever quite what it seems.
Especially towards the end, we begin to hear darker
shadows of the first and second movements twisting
among the dancers and disturbing the apparent
gaiety of the neo-Classical popping of 1930s
champagne corks.
Programme Note © Gerard McBurney

Second Movement
The second movement has the character of a
terrifyingly speeded-up chase. This is a direct
descendant of those panic-stricken galops that are
typical of so many of Shostakovich’s earlier works.
But the difference here is that the style is no longer
literally that of a galop; the metre is a breathtaking
triple-time, and instead of the galop’s usual tune
and vamped accompaniment, the whole movement
is dominated by a vertiginously contrapuntal race
between the soprano and bass registers of the
orchestra. The form too, despite the fear that seems
to drive the music forward, is an elegant rondo.
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Benjamin Britten
Composer Profile

Sergei Prokofiev
Composer Profile

Britten received his first piano
lessons from his mother, a prominent
member of the Lowestoft Choral
Society who also encouraged her
son’s earliest efforts at composition.
In 1924 he heard Frank Bridge’s
tone-poem The Sea and began
to study composition with him
three years later. After leaving
Gresham’s School, Holt, in 1930 he
gained a scholarship to the Royal
College of Music. Here he studied
composition with John Ireland
and piano with Arthur Benjamin.
Britten attracted wide attention
when he conducted the premiere
of his Simple Symphony in 1934. He worked for the GPO Film Unit and
various theatre companies, collaborating with such writers as W H Auden
and Christopher lsherwood.

Prokofiev was born in the
Ekaterinoslav province of the
Ukraine, and was encouraged
to study music from an early
age by his mother, a keen
amateur pianist. The young
Sergei showed prodigious
ability as both composer and
pianist, gaining a place at the
St Petersburg Conservatory
at the age of 13 and shortly
thereafter acquiring a reputation
for the uncompromising nature
of his music. According to one
critic, the audience at the 1913
premiere of the composer’s
Second Piano Concerto were left ‘frozen with fright, hair standing
on end’. He left Russia after the 1917 Revolution, but decided to
return to Moscow with his wife and family 19 years later, apparently
unaware of Stalin’s repressive regime. Before he left for exile, Prokofiev
completed his ‘Classical’ Symphony, a bold and appealing work that
revived aspects of 18th-century musical form, clarity and elegance.
He received commissions from arts organisations in the United States
and France, composing his sparkling opera The Love for Three Oranges
for the Chicago Opera Company in 1919–20. His engagements as a
recitalist and concerto soloist brought Prokofiev to a wide audience
in Europe and the USA, and he was in great demand to perform his
own Piano Concerto No 3. The ballet Romeo and Juliet and the score
for Feinzimmer’s film Lieutenant Kijé were among Prokofiev’s first
Soviet commissions, dating from the early 1930s. Both scores were
subsequently cast as concert suites, which have become cornerstones
of the orchestral repertoire. ‘The Fifth Symphony was intended as a
hymn to free and happy Man, to his mighty powers, his pure and noble
spirit.’ Prokofiev’s comments, written in 1944 as the Russian army
began to march towards Berlin, reflected his sense of hope in the future.

His lifelong relationship and working partnership with Peter Pears
developed in the late 1930s. At the beginning of the World War II,
Britten and Pears remained in the USA; on their return, they registered
as conscientious objectors and were exempted from military service.
The first performance of the opera Peter Grimes on 7 June 1945 opened
the way for a series of magnificent stage works mainly conceived for
the English Opera Group. In June 1948 Britten founded the Aldeburgh
Festival of Music and the Arts, for which he subsequently wrote many
new works. By the mid-1950s he was generally regarded as the leading
British composer, helped by the international success of operas such
as Albert Herring, Billy Budd and The Turn of the Screw. One of his
greatest masterpieces, the War Requiem, was first performed on
30 May 1962 for the festival of consecration of St Michael’s Cathedral,
Coventry, its anti-war message reflecting the composer’s pacifist
beliefs. A remarkably prolific composer, Britten completed works
in almost every genre and for a wide range of musical abilities,
from those of schoolchildren and amateur singers to such artists
as Mstislav Rostropovich, Julian Bream and Peter Pears.
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Sadly, his later years were overshadowed by illness and the denunciation
of his works as ‘formalist’ by the Central Committee of the Communist
Party in 1948.
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Dmitiri Shostakovich
Composer Profile

Contributing writers
to tonight’s programme

After early piano lessons with his
mother, Shostakovich enrolled at the
Petrograd Conservatoire in 1919.
Shostakovich announced his Fifth
Symphony of 1937 as ‘a Soviet
artist’s practical creative reply to
just criticism’. A year before its
premiere he had drawn a stinging
attack from the official Soviet
mouthpiece Pravda, in which
Shostakovich’s initially successful
opera Lady Macbeth of the Mtsensk
District was condemned for its
‘leftist bedlam’ and modernism.
With the Fifth Symphony came
acclaim not only from the Russian
audience, but also from musicians and critics overseas.

Gerard McBurney

Shostakovich lived through the first months of the German siege of
Leningrad serving as a member of the auxiliary fire service. In July he
began work on the first three movements of his Seventh Symphony,
completing the defiant finale after his evacuation in October and
dedicating the score to the city. A micro-filmed copy was despatched
by way of Teheran and an American warship to the USA, where it
was broadcast by the NBC Symphony Orchestra and Toscanini.
In 1943 Shostakovich completed his Eighth Symphony, its emotionally
shattering music compared by one critic to Picasso’s Guernica.

9

Gerard McBurney is Artistic Programming Advisor for the Chicago
Symphony Orchestra and Creative Director of its ‘Beyond the Score’
series. He splits the rest of his time between composing and arranging,
and teaching, writing and broadcasting, especially on the subject of
contemporary Russian and Soviet music.
Philip Reed
Philip Reed’s publications include five volumes of The Selected Letters
of Benjamin Britten, as well as contributions to studies of Gloriana,
Peter Grimes and War Requiem.
Jan Smaczny
Jan Smaczny is Hamilton Harty Professor of Music at Queen’s
University, Belfast. A well-known authority on Czech music, he has
written widely on Dvořák including a book on his Cello Concerto.
Andrew Stewart
Andrew Stewart is a freelance music journalist and writer. He is the
author of The LSO at 90, and contributes to a wide variety of specialist
classical music publications.

In 1948 Shostakovich and other leading composers, Prokofiev among
them, were forced by the Soviet cultural commissar, Andrey Zhdanov,
to concede that their work represented ‘most strikingly the formalistic
perversions and anti-democratic tendencies in music’, a crippling blow
to Shostakovich’s artistic freedom that was healed only after the death
of Stalin in 1953. Shostakovich answered his critics later that year with
the powerful Tenth Symphony, in which he portrays ‘human emotions
and passions’, rather than the collective dogma of Communism.
Composer Profiles © Andrew Stewart
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Gianandrea Noseda ‘[He] captures the vitality of the music.’

Conductor
Gianandrea Noseda is Music Director of the Orchestra
and Chorus of the Teatro Regio in Turin and Chief
Guest Conductor of the Israel Philharmonic. He is
Artistic Director of the Stresa Festival near his home
at Lake Maggiore and Victor De Sabata Guest
Conductor at the Pittsburgh Symphony Orchestra.
He works with many of the world’s leading orchestras
and has made debuts this season at the Vienna
State Opera, the Cleveland Orchestra and the Los
Angeles Philharmonic.

Music Director
Teatro Regio in Turin
Conductor Laureate
BBC Philharmonic
Chief Guest Conductor
Israel Philharmonic Orchestra
Victor De Sabata Guest Conductor
Pittsburgh Symphony Orchestra
Principal Conductor
Orquesta de Cadaqués
Artistic Director
Stresa Festival

He now regularly conducts the LSO and made his
debut at the Aix-en-Provence Festival with the
Orchestra earlier this summer, conducting Rigoletto
for ten performances, as well as an orchestral
programme celebrating Britten’s centenary.
He opened the LSO’s 2013/14 season with a
concert performance of Rigoletto at the Barbican.
Born in Milan, Gianandrea was the first foreign
Principal Guest Conductor of the Mariinsky Theatre
in St Petersburg. In 1999 he became Principal Guest
Conductor at the Rotterdam Philharmonic and at
the Orchestra Sinfonica Nazionale della RAI.
In 2011 he conducted the LSO in celebrated
performances of Britten’s War Requiem in both
London and New York. Alex Ross of The New Yorker
wrote, ‘Noseda marshalled the finest War Requiem
that I have heard’ and Richard Morrison in The Times
wrote ‘Noseda’s unashamedly dramatic interpretation
held the audience transfixed’. After nearly ten years
leading the BBC Philharmonic, Gianandrea took the
new role of Conductor Laureate in 2011, and now
visits the orchestra in Manchester and at the BBC Proms.

The Telegraph

them to the Stresa Festival and on to the Edinburgh
International Festival – his debut there.
Gianandrea’s work this season at the Teatro Regio
Torino has been intense, as he has introduced major
recording projects and international tours including
a (now annual) opera engagement at the Théâtre des
Champs Elysées in Paris. In May he took his Italian
forces to perform the Verdi Requiem at the Dresden
Music Festival and then to the Vienna Konzerthaus
for the first time. He has also conducted them in two
aria recording projects for Deutsche Grammophon
celebrating Verdi’s 200th birthday, featuring Anna
Netrebko and Rolando Villazon.
Noseda is deeply committed to supporting Italy’s
musical heritage, and is conducting no less than
five Verdi operas around the world and four Verdi
Requiems as part of the bicentenary celebrations
of the composer’s birth. Further afield, his work
with the Metropolitan Opera goes from strength to
strength, and he will return with two productions
in 2014, including the much awaited new production
of Prince Igor staged by Dmitry Tchernyakov.
His recording successes with the BBC Philharmonic
included the 2005 Beethoven symphony cycle
which was downloaded 1.4 million times from the
BBC Radio 3 website. He has made more than 35
discs for Chandos records including surveys of
composers such as Liszt, Rachmaninov, Smetana,
Respighi and Bartók. He also champions works
by lesser known Italian composers through
performances with the BBC Philharmonic and
the Teatro Regio, with the latest CD of Casella’s
Symphony No 3 already garnering glowing reviews.

In 2012 Gianandrea made his opera debut at La Scala,
Milan with Verdi’s Luisa Miller. He also led a tour
of the European Union Youth Orchestra taking
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Nikolai Lugansky
Piano

Artist Biographies

‘Just the right sense of daring.’


Capable of great refinement and sensitivity in
Mozart and Schumann, and breathtaking virtuosity
in Rachmaninov and Prokofiev, Nikolai Lugansky is a
pianist of extraordinary depth and versatility.
Concerto highlights for the 2013/14 season include
tonight’s debut with the LSO, as well as returns to
the Czech Philharmonic Orchestra (Jiří Bělohlávek),
the Philharmonia Orchestra (Pablo Heras-Casado),
St Petersburg Philharmonic Orchestra (Yuri Temirkanov)
and the Rotterdam Philharmonic Orchestra
(Yannick Nézet-Séguin). In recital and chamber
performances, Lugansky makes his debut at the
Berlin Konzerthaus, and performs at the Great Hall
of the Moscow Conservatoire and the Great Hall of
the St Petersburg Philharmonia, Chicago’s Symphony
Center, Paris’ Théâtre des Champs-Elysées and in
the International Piano Series at the Queen Elizabeth
Hall. His chamber music collaborations include
performances with Mischa Maisky, Vadim Repin and
Alexander Kniazev. He regularly appears at some of
the world’s most distinguished festivals, including
the BBC Proms, La Roque d’Anthéron, Verbier, and
the Edinburgh International festivals.
Last season saw Nikolai Lugansky make his debuts
with the Boston Symphony Orchestra and New York
Philharmonic (both with Charles Dutoit) as well
as performances with the Orchestre de Paris and
Bamberger Symphoniker. He performed recitals at
venues including Amsterdam’s Concertgebouw,
London’s Wigmore Hall, Lisbon’s Great Hall of the
Gulbenkian Foundation and Madrid’s Auditorio
Nacional de Música and toured with the Russian
National Orchestra and Mikhail Pletnev and the
Finnish Radio Symphony Orchestra and Hannu Lintu.
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An acclaimed recording artist, Nikolai Lugansky
records exclusively for the Naïve-Ambroisie label
and his most recent recital recording, featuring
Rachmaninov’s two Piano Sonatas, was released
in Autumn 2012 and won the Diapason d’Or and
Solo Recording of the Year (20th/21st century music)
award at the 2013 Echo Klassik Awards. This follows
his disc of solo Liszt works, which led Le Monde to
write that ‘Nikolai Lugansky has entered the inner
circle of great Lisztians’.
Naïve will release his recording of Grieg’s Piano
Concerto and Prokofiev’s Piano Concerto No 3
with Kent Nagano and the Deutsches SymphonieOrchester Berlin in Autumn 2013. Other recent
recordings include an all-Chopin recital for Onyx,
described by The Guardian as ‘unquestionably
thrilling’, and Gramophone hailed his BBC Music
Magazine award-winning Deutsche Grammophon
recording with violinist Vadim Repin as ‘a quite
magnificent performance’. Nikolai Lugansky also
won the Diapason d’Or for his recordings of the
complete Chopin Etudes and Preludes and the
Rachmaninov Preludes and Moments musicaux, as
well as an ECHO Klassik prize for his 2005 recording
of Rachmaninov’s Piano Concertos Nos 2 and 4.
Nikolai Lugansky studied at the Moscow Conservatoire.
His teachers included Tatiana Kestner, Tatiana
Nikolayeva and Sergei Dorensky. He was awarded
the honour of People’s Artist of Russia in April 2013.
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29 September 2013

London Symphony Orchestra
On stage
FIRST VIOLINS
Roman Simovic Leader
Tomo Keller
Lennox Mackenzie
Nigel Broadbent
Ginette Decuyper
Gerald Gregory
Jörg Hammann
Maxine Kwok-Adams
Claire Parfitt
Elizabeth Pigram
Laurent Quenelle
Harriet Rayfield
Colin Renwick
Ian Rhodes
Sylvain Vasseur
David Worswick
SECOND VIOLINS
Evgeny Grach
Thomas Norris
Sarah Quinn
Miya Vaisanen
Richard Blayden
Matthew Gardner
Belinda McFarlane
Iwona Muszynska
Philip Nolte
Andrew Pollock
Paul Robson
Sarah Buchan
Eleanor Fagg
Alain Petitclerc

VIOLAS
Paul Silverthorne
Malcolm Johnston
Regina Beukes
German Clavijo
Lander Echevarria
Anna Green
Richard Holttum
Robert Turner
Heather Wallington
Jonathan Welch
Fiona Dalgliesh
Michelle Bruil
CELLOS
Timothy Hugh
Alastair Blayden
Jennifer Brown
Mary Bergin
Noel Bradshaw
Eve-Marie Caravassilis
Daniel Gardner
Hilary Jones
Minat Lyons
Amanda Truelove
DOUBLE BASSES
Colin Paris
Nicholas Worters
Patrick Laurence
Matthew Gibson
Thomas Goodman
Jani Pensola
Benjamin Cunningham
Simo Vaisanen

FLUTES
Adam Walker
Siobhan Grealy
PICCOLO
Sharon Williams
OBOES
Nora Cismondi
Michael O’Donnell
COR ANGLAIS
Christine Pendrill
CLARINETS
Chris Richards
Chi-Yu Mo
James Burke
E-FLAT CLARINET
Chi-Yu Mo
BASS CLARINET
Lorenzo Iosco
ALTO SAXOPHONE
Simon Haram
BASSOONS
Rachel Gough
Joost Bosdijk
CONTRA BASSOON
Dominic Morgan

Your views
Inbox
HORNS
Timothy Jones
Christopher Parkes
Angela Barnes
Alexandre Collard
Jonathan Lipton
Brendan Thomas

Gillian Smith Wonderful playing of Mozart K453 by Mitsuko
Uchida @BarbicanCentre with @londonsymphony tonight.
Such intensity and musicality – breathtaking.
On the LSO with Mitsuko Uchida (19 September)

TRUMPETS
Philip Cobb
Roderick Franks
Gerald Ruddock
Joe Sharp

Sunni Caputo DeNicola Wonderful opening performance
tonight. It was especially poignant for me because the
LSO was my first classical music experience as a child in
the 1960s, where they summered in my hometown of
Daytona Beach, Florida. I have never forgotten the magic
of their children’s shows, so how lovely that all these years
later I can hear them in London! Bravo!
On the LSO’s Season Opening (Verdi’s Rigoletto, 15 September)

TROMBONES
Dudley Bright
James Maynard
BASS TROMBONE
Paul Milner
TUBA
Patrick Harrild
TIMPANI
Nigel Thomas
PERCUSSION
Neil Percy
Sam Walton
Antoine Bedewi
Tom Edwards
Benedict Hoffnung

Larry Gold A truly enjoyable evening. The LSO is surely
one of the world’s leading orchestras.
On the LSO’s Season Opening (Verdi’s Rigoletto, 15 September)

HARPS
Helen Sharp
Nuala Herbert
PIANO/CELESTE
John Alley

LSO STRING EXPERIENCE SCHEME
Established in 1992, the LSO String Experience
Scheme enables young string players at the
start of their professional careers to gain
work experience by playing in rehearsals
and concerts with the LSO. The scheme
auditions students from the London music
conservatoires, and 20 students per year
are selected to participate. The musicians
are treated as professional ’extra’ players
(additional to LSO members) and receive fees
for their work in line with LSO section players.
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The Scheme is supported by:
Fidelio Charitable Trust
The Lefever Award
Musicians Benevolent Fund

London Symphony Orchestra
Barbican
Silk Street
London
EC2Y 8DS
Registered charity in England No 232391
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at time of going to press.
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