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Welcome
Kathryn McDowell

Living Music
In Brief
Welcome to tonight’s LSO concert at the Barbican
with Principal Conductor Valery Gergiev. We continue
our exploration of dramatic ballet music by two
of the 20th century’s boldest and most influential
composers: Stravinsky and Bartók.
Stravinsky has been a central composer for Gergiev
during his time with the LSO, the focus of his first
season with the Orchestra in 2007 and a festival in
2012, which included the first BMW LSO Open Air
Classics concert in Trafalgar Square. This programme
focuses on two characteristic works by the composer:
the neo-Classical Symphony in C, and the infamous
The Rite of Spring. They are complemented by
Bartók’s Piano Concerto No 3, and we are delighted
that pianist Yefim Bronfman will perform this.
A warm welcome to those in the audience who
attended our Discovery Day on the subject of
Stravinsky and Dance, which began at this morning’s
Barbican rehearsal and continued in the afternoon
at LSO St Luke’s. I would also like to thank our
media partners Classic FM, for recommending
the concert, and BBC Radio 3, who will broadcast
the performance live.
I hope that you enjoy tonight’s concert and will
join us again soon. On Sunday 18 October Gergiev
conducts his final London concert as Principal
Conductor, in a programme that showcases
Bartók’s Concerto for Orchestra.

VALERY GERGIEV ON LSO LIVE
Following acclaimed LSO Live recordings of
Rachmaninov’s Symphony No 2 and Symphonic
Dances, Valery Gergiev conducts a scintillating
account of the powerfully emotional Third Symphony,
framed with a work by one of the Mighty Five:
Balakirev’s Russia. Download or order the recording
from the LSO Live website for £8.99.
lsolive.lso.co.uk

THE RITE OF SPRING ON LSO PLAY
This month, Stravinsky’s The Rite of Spring comes
to LSO Play, the award-winning interactive online
experience that allows you to get inside the
orchestra. Using HD footage of the LSO in concert,
LSO Play gives you the opportunity to see up to four
different camera angles at once, focus in on different
sections of the orchestra, get a close-up view of
the conductor, and find out more about the music
and the instruments of the orchestra. LSO Play is
generously supported by The Reignwood Group.
play.lso.co.uk

A WARM WELCOME TO TONIGHT’S GROUPS
At tonight’s concert, we are delighted to welcome:
Adele Friedland & Friends
Mariinsky Theatre Trust
Repton School
University of North Carolina

Kathryn McDowell CBE DL
Managing Director

lso.co.uk/groups

lso.co.uk
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Valery Gergiev
LSO Principal Conductor, 2007–15
An electrifying musical personality.
After his triumphant cycle of the complete Prokofiev
Symphonies in the LSO’s 2004 centenary year,
Valery Gergiev was named Principal Conductor
and took up his post in January 2007, one of the
most talked about appointments in classical music.
Here we look back at some of the highlights of the
past nine years with Gergiev at the helm. Read more
about Gergiev’s time with the LSO on page 10.
SEPTEMBER 2007 First cycle as

2007

Principal Conductor: ‘Gergiev’s Mahler’

2010

NOVEMBER 2014 Major tour to Singapore

‘Russia’s Jeux d’Esprit’ series

and Australia, the Orchestra’s first visit to

explores Russian music from

the continent for 30 years

Tchaikovsky to Shchedrin
2015 Final release on
LSO Live as Principal
Conductor: Scriabin
Symphonies 3 & 4

2012–13
2012 and 2013 saw several key projects
including a Szymanowski and Brahms
cycle and an in-depth Berlioz exploration

2015
JANUARY 2007 First concert
as LSO Principal Conductor,

NOVEMBER 2014 ‘Revolutionary Russians’

including Stravinsky’s The Firebird

series with pianist Denis Matsuev explores

and Prokofiev’s Scythian Suite

the music of Gergiev’s Russian homeland:
Rachmaninov, Prokofiev and Tchaikovsky
SEPTEMBER 2008 First concert
of the ‘Émigré’ series featuring

OCTOBER 2015

works by Rachmaninov, Prokofiev,

Final three concerts as LSO Principal

Bartók, Schoenberg and Korngold

Conductor. ‘Gergiev: Man of the
Theatre’ explores the stage works
of Bartók and Stravinsky

2009 ‘20th Century Remembered’
series features a major focus on
the works of Dutilleux

MAY 2012
Gergiev conducts the first BMW LSO Open Air Classics

NOVEMBER 2007

concert in London’s Trafalgar Square. For the past four years

First recording for LSO Live:

this annual concert has introduced crowds of thousands to

Mahler Symphony No 6

the music of Stravinsky, Prokofiev, Berlioz and Shostakovich
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Igor Stravinsky (1882–1971)
Symphony in C (1938–40)
1

MODERATO ALLA BREVE

2

LARGHETTO CONCERTANTE

3

ALLEGRETTO

4

LARGO – TEMPO GIUSTO, ALLA BREVE

‘My new Symphony is going to be Classical in spirit,
more concise in its form than Beethoven …
Instead of all chords gravitating toward one final tonic
chord, all notes gravitate toward a single note. Thus the
Symphony will be neither a Symphony in C major nor a
Symphony in C minor, but simply a Symphony in C.’
PROGRAMME NOTE WRITER
ANDREW HUTH is a musician,
writer and translator who writes
extensively on French, Russian and
Eastern European music.

STRAVINSKY’S NEO-CLASSICAL
PERIOD (1920–54)
The Symphony in C was one of the
major works Stravinsky composed
during his so-called neo-Classical
period. During this phase of his
creative output, Stravinsky sought
to return to the aesthetic ideals
of the Classical style in his music,
namely order, balance, clarity,
economy and emotional restraint.
Key works of Stravinsky’s in this
style include the ballet Pulcinella
(1920), the instrumental Octet
(1923) and the opera-oratorio
Oedipus Rex (1927).

So Stravinsky described his new work in October
1939. Only the first two movements were then
complete. He had just arrived in the US for what he
had planned as a visit, but where in fact he would
remain for the rest of his life. He later suggested a
slight difference in style between the Symphony’s
first two ‘European’ movements and the third and
fourth ‘American’ movements, but no one else
seems to have agreed with him.
The Symphony took shape during the most difficult
period of Stravinsky’s life. By the autumn of 1938 the
outbreak of war in Europe seemed inevitable; his
eldest daughter died in November 1938, followed
by his wife and mother within three months in the
spring of 1939; Stravinsky himself became seriously
ill, and the Symphony’s first two movements
were composed in the sanatorium where he was
convalescing. These concerns are not reflected
in the music: Stravinsky’s aesthetic of music as
something ‘supra-personal’ would forbid that, but
they may well have acted in an opposite direction,
leading him to conceive his work on the purest
Classical lines, a challenge to the disorder and
disintegration that surrounded him.

The instrumental works from the decade preceding
the Symphony in C (notably the Violin Concerto, the
Concerto for Two Pianos, the ballet Jeu de cartes and
the Dumbarton Oaks Concerto) are largely based
on Baroque ideas of form. Now began a period
when Stravinsky was to refer back to the Viennese
Classical tradition with which he had always had an
ambiguous relationship, largely because in his early
years he had reacted so strongly against music that
he saw as representing that tradition’s decadence
and exhaustion. He certainly had Beethoven in mind
when he composed his Piano Sonata in 1924, and
now it was to be the Classical symphonies of Haydn
and Beethoven that served him as a background for
his own Symphony. Tchaikovsky, too, can be heard
as part of its ancestry, since Stravinsky regarded
him as the only Russian composer to blend Russian
traditions with a consciously Classical style, and with
whom he shared a love of gestural ballet music.
The outward shape of the Symphony in C, as well
as its general proportions, follow Classical patterns.
The four movements comprise a sonata-allegro,
a slow movement, a quick dance movement and
a finale with slow introduction. There are close
thematic links between the movements, most
important of them the various permutations and
transformations of the three-note figure B–C–G
with which the Symphony opens, and which
returns in augmentation at the end of the finale.
Although its general shape refers to long-established
traditions, the Symphony in C does not aim at the
sort of dialectic that we generally associate with the
word ‘symphonic’. When it first appeared, there was
plenty of discussion as to whether or not it was a
‘real’ symphony. Maybe it isn’t – not, at least in the
Austro-German sense. What is beyond question is
that it is ‘real’ Stravinsky. Traditional gestures are

lso.co.uk
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Igor Stravinsky
Composer Profile
usually to be found where they might be expected,
but frequently behave in very unexpected ways.
They preserve the idea of a symphony, but the actual
processes are refracted beyond recognition through
Stravinsky’s sensibility. The past is absorbed, brokenup and then re-assembled to create a new vision of
order and clarity.
The Symphony in C was informally commissioned
by the Chicago Symphony Orchestra in 1938, but
this was only confirmed in April 1940; almost until
the outbreak of the war Stravinsky believed that the
first performance might be given in London. When
the Symphony was finally completed in August 1940,
Stravinsky wrote on the title page ‘This Symphony,
composed to the Glory of God, is dedicated to the
Chicago Symphony Orchestra on the occasion of
the Fiftieth Anniversary of its existence’. Stravinsky
himself conducted the premiere in Chicago on
7 November 1940.

The son of the Principal Bass at the Mariinsky
Theatre, Stravinsky was born at the Baltic resort of
Oranienbaum near St Petersburg in 1882. Through
his father he met many of the leading musicians
of the day and came into contact with the world
of the musical theatre. In 1903 he became a pupil
of Rimsky-Korsakov, which allowed him to get
his orchestral works performed and as a result
he came to the attention of Sergei Diaghilev, who
commissioned a new ballet from him, The Firebird.

COMPOSER PROFILE WRITER
ANDREW STEWART

The success of The Firebird, and then Petrushka
(1911) and The Rite of Spring (1913) confirmed his
status as a leading young composer. Stravinsky now
spent most of his time in Switzerland and France, but
continued to compose for Diaghilev and the Ballets
Russes: Pulcinella (1920), Mavra (1922), Renard
(1922), Les Noces (1923), Oedipus Rex (1927) and
Apollo (1928).
Stravinsky settled in France in 1920, eventually
becoming a French citizen in 1934, and during this
period moved away from his Russianism towards
a new ‘neo-Classical’ style. Personal tragedy in the
form of his daughter, wife and mother all dying
within eight months of each other, and the onset of
World War II persuaded Stravinsky to move to the
US in 1939, where he lived until his death. From the
1950s, his compositional style again changed, this
time in favour of a form of serialism. He continued
to take on an exhausting schedule of conducting
engagements until 1967, and died in New York in
1971. He was buried in Venice on the island of San
Michele, close to the grave of Diaghilev.
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Béla Bartók (1881–1945)
Piano Concerto No 3 Sz 119 (1945)
1

ALLEGRETTO

2

ADAGIO RELIGIOSO

3

ALLEGRO VIVACE
YEFIM BRONFMAN PIANO

PROGRAMME NOTE WRITER
STEPHEN JOHNSON is the author
of Bruckner Remembered (Faber).
He also contributes regularly to BBC
Music Magazine and The Guardian,
and broadcasts for BBC Radio 3

Bartók’s Third Piano Concerto is the last work he
completed – and even then it was a close-run thing.
The orchestral score was almost fully written out
when he was rushed to hospital in New York.
A few days later, on 26 September 1945, he died
of leukaemia.

(Discovering Music), BBC Radio 4
and the BBC World Service.

BARTÓK on LSO LIVE
Bartók
Bluebeard’s
Castle

Bartók’s last years had been a severe strain: on top
of failing health, plus the emotional pain of exile from
his native Hungary, he had failed to make a mark in
his adopted American homeland. It seems Bartók
realised he might not have long to live; and yet was
still full of plans when he died: symphonies, perhaps,
and he had already sketched ideas for a Seventh
String Quartet.

£7.19
lsolive.lso.co.uk
Valery Gergiev conductor
‘Gergiev and his superlative
forces and vocal soloists, supported
by magnificent sound quality,
present the enigmatic piece
with great power.’
BBC Music Magazine

The Concerto’s premiere in Philadelphia the following
year was a surprise to those who knew his music.
Bartók’s name had been associated with combative
modernism: this was a composer who used weird
scales and quarter-tones, who devised grotesque
new effects in his string quartets and who treated
that noble romantic instrument, the grand piano,
as a member of the percussion family. But the new
Concerto was much simpler, more genial, almost
Classical at times, and refreshingly tuneful. Granted,
some of Bartók’s earlier American period works had
also shown a tendency to simplify, as though Bartók
had decided that survival in his new homeland
meant having to be more accessible. But there may
have been a more pressing practical reason in the
case of the Third Piano Concerto. Bartók was worried
about how his wife might survive if he died. She was

a fine pianist, so why not write her something that
could be popular enough to bring her a small income?
FIRST MOVEMENT
That would go some way to explain the character of
the first movement. It is set out in a neatly Classical
sonata form, with clearly defined first and second
themes, a climatic development section and a
more-or-less orderly recapitulation. The long opening
melody is securely tonal, though with a little piquant
Balkan folk-colouring here and there. The syncopated
second theme lives up to its marking scherzando
(‘playful’ or ‘jokey’), though the humour is on the
whole gentle. There is little of that typically Bartókian
quality of unease – unless it surfaces for a moment
in the final quiet flicker of the scherzando second
theme on piano.
SECOND MOVEMENT
Uniquely for Bartók, the slow movement is marked
‘religioso’. Bartók had been an atheist since student
days, and yet here are hymn-like piano phrases,
alternating with flowing imitative string phrases
in a clear evocation of the slow movement of
Beethoven’s late String Quartet in A minor Op 132.
Beethoven had subtitled that movement ‘Sacred
song of thanks to the Deity from a convalescent.’
Had Bartók found God? Or was this another populist
concession in a deeply religious country?
Perhaps neither. Like Beethoven, Bartók was
recovering from a severe bout of sickness when he
wrote the Third Piano Concerto. He had found the
peace he needed at Saranac Lake, some way from
New York. City life had been an ordeal for Bartók:
he felt cut off from nature, the source of so much of
his inspiration. It’s possible that, like Beethoven, he
wanted to express his gratitude to the force that had
helped him work again – not, in his case, a personal

lso.co.uk
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Béla Bartók
Composer Profile
God, but certainly something transcending everyday
human understanding.

Born in 1881 in Hungary, Bartók began piano lessons
with his mother at the age of five. He studied piano
and composition at the Royal Academy of Music
in Budapest, where he created a number of works
echoing the style of Brahms and Richard Strauss.
After graduating he discovered Austro-Hungarian
and Slavic folk music, travelling extensively with his
friend Zoltán Kodály and recording countless ethnic
songs and dances, which began to influence his own
compositions. Kodály also introduced him to the works
of Debussy in 1907, the year in which he became
Professor of Piano at the Budapest Conservatory.

The slow movement’s contrasting middle section
bears this out in a different way. Bartók once
confessed that the experience of night on the Great
Hungarian Plain inspired in him something close to
religious feeling. He loved the sounds of the night
birds and the chirps, clicks and rustles of nocturnal
insects, and he evoked them repeatedly in what he
called ‘Night-music’. So perhaps we shouldn’t be
surprised to encounter these sounds again in the
central section of this Adagio religioso.
FINALE
If nature was one source of Bartók’s modernist
invention, the other was folk music – for Bartók
this was the most ‘natural’ of human musics.
Pounding, muscular Hungarian dance-rhythms
(often stressed, like the Hungarian language, on
the first syllable) power the finale forward. Some
listeners find occasional echoes of the bitter humour
and introspection of the recent Sixth Quartet; if so
they are only fleeting. In the end, the dance of life
must go on.

INTERVAL – 20 minutes
There are bars on all levels of the Concert Hall; ice cream
can be bought at the stands on Stalls and Circle level.
Why not tweet us your thoughts on the first half of the
performance @londonsymphony, or come and talk to
LSO staff at the Information Desk on the Circle level?

COMPOSER PROFILE WRITER
ANDREW STEWART

Bartók established his mature style with such scores
as the ballet The Miraculous Mandarin and his opera
Duke Bluebeard’s Castle. He revived his career as a
concert pianist in 1927, when he gave the premiere
of his First Piano Concerto in Mannheim.
Bartók detested the rise of fascism and in October
1940 he quit Budapest and travelled to the US.
At first he concentrated on ethno-musicological
research, but eventually returned to composition
and created a significant group of ‘American’
works, including the Concerto for Orchestra
and his Third Piano Concerto.
His character was distinguished by a firm, almost
stubborn, refusal to compromise or be diverted
from his musical instincts by money or position.
Throughout his working life, Bartók collected,
transcribed and annotated the folk-songs of many
countries, a commitment that brought little financial
return or recognition but one which he regarded
as his most important contribution to music.
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Igor Stravinsky
The Rite of Spring (1913)
PART ONE: THE ADORATION OF THE EARTH
1

INTRODUCTION

2

THE AUGURS OF SPRING

3

DANCES OF THE ADOLESCENTS

4

GAME OF ABDUCTION

5

SPRING ROUNDS

6

GAMES OF THE RIVAL TRIBES

7

PROCESSION OF THE SAGE

8

THE SAGE
PART TWO: THE SACRIFICE

1

INTRODUCTION

2

MYSTICAL CIRCLES OF THE YOUNG GIRLS

3

GLORIFICATION OF THE CHOSEN ONE

4

EVOCATION OF THE ANCESTORS

5

RITUAL OF THE ANCESTORS

6

SACRIFICIAL DANCE

PROGRAMME NOTE WRITER
STEPHEN WALSH

VASLAV NIJINSKY (1889–1950)
was a dancer and choreographer
of Russian and Polish descent.
In his time he was lauded for his
incredible virtuosity and famous
gravity-defying leaps. He is most
well known today for his work with
Sergei Diaghilev’s Ballets Russes for
whom he choreographed some of
the most iconic ballets of the 20th
century including Debussy’s Prelude
a l’aprés midi d’un faune (1912) and
Stravinsky’s The Rite of Spring (1913).

The origin of The Rite of Spring is almost as famous
as the riot which, just over three years later,
greeted its first performance. Stravinsky relates in
his autobiography how, while working on the final
pages of The Firebird in the spring of 1910, he had
a ‘fleeting vision’ of ‘a solemn pagan rite: sage
elders, seated in a circle, watching a young girl
dance herself to death. They were sacrificing her to
propitiate the god of spring’. The vision seems not
to have been accompanied by musical ideas, but if
it had been, they would hardly have been much like
the music as we know it. In fact the change in style
over these three years probably took the composer
as much by surprise as anyone. After all, the first
sketches already date from September 1911, less
than 18 months after the completion of his first
ballet, and the following March he wrote to his
teacher’s son Andrey that ‘it’s as if 20 years, not
two, have passed since the composition of Firebird’.

After the ballet’s noisy premiere, by Diaghilev’s
Ballets Russes in the Théâtre des Champs-Élysées
on 29 May 1913, Stravinsky spent much of the rest of
his life denying the reality and creating a mythology
around the work. He denied the presence in the
music of authentic Russian folk materials; he even
tried to disclaim the actual scenario, asserting in a
Paris newspaper interview in 1920 that the ‘scenic
realisation’ (by the Russian painter and ethnographer
Nikolay Roerich) had been a mere convenience for
a work ‘of purely musical construction’. Finally he
denounced Nijinsky’s choreography, for which at
the time he had expressed huge admiration. None of
these disavowals hold much water.

‘A solemn pagan rite: sage elders,
seated in a circle, watching a
young girl dance herself to death.
They were sacrificing her to
propitiate the god of spring.’
Igor Stravinsky, describing his vision
That the score is based on folk music was
conclusively proved by the publication of the
sketchbook (1969), which includes specific notations
of such material. The music itself rapidly became
world-famous for two things: crashing dissonance
and violent rhythm. At its heart, though, lies simple
folksong, but layered in complex ways. This can
immediately be heard at the very start, where the
plangent high bassoon melody is contradicted by
a still simpler tune on cor anglais, but set on C-sharp
against the bassoon’s C naturals an octave above.
Stravinsky found these colours at the piano
(right hand white notes, left hand black).

lso.co.uk
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SERGEI DIAGHILEV (1872–1929)
was a Russian art critic, patron,
impresario and founder of the Ballets
Russes, widely regarded as the most
influential ballet company of the 20th
century. Diaghilev commissioned
works from many of the leading
composers, artists and designers of
his day including Stravinsky, Debussy,
Pablo Picasso, Henri Matisse and

‘[Stravinsky] pushed aside the
pianist … and proceeded to play
twice as fast as we had been
doing and twice as fast as we
could possibly dance!’
Marie Rambert, who was drafted in to help
coach dancers of Ballet Russes for the premiere
But the rhythms also descend from folksong and
specifically from a Russian tradition of word-setting.
The principle is cellular. You think of a tune as a
compilation of tiny phrases, then build them up
additively – the reverse of a Classical composer
with his four-beat bars and four-bar phrases.
Stravinsky later explored these techniques in a refined,
intricate way. But whatever he subsequently wrote,
he never shook off the image of the wild man of
modern music. And listening to The Rite of Spring,
it is not hard to hear why.

Coco Chanel.

STRAVINSKY on LSO LIVE
Stravinsky
Symphony
in Three
Movements
£6.39
lsolive.lso.co.uk
Valery Gergiev conductor

London Symphony Orchestra

BBC RADIO 3 LUNCHTIME CONCERTS
AT LSO ST LUKE’S
CHOPIN, LISZT &
BARTÓK

LONDON RESOUNDING

Thu 29 Oct 2015 1pm
Alice Sara Ott piano

Thu 15 Oct 2015 1pm
Florilegium

Thu 5 Nov 2015 1pm
Ashley Wass piano

Thu 22 Oct 2015 1pm
Ronald Brautigam
fortepiano

Thu 26 Nov 2015 1pm
Maria João Pires,
Ashot Khachatourian
piano

Thu 12 Nov 2015 1pm
Fretwork
Thu 19 Nov 2015 1pm
Musica ad Rhenum

‘There is much to enjoy here, not
least an orchestra that is at the
very top of its game under its
charismatic conductor.’
International Record Review (UK)

Tickets £12 (£10 concessions) plus booking fee

020 7638 8891
lso.co.uk/lunchtimeconcerts
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Gareth Davies, LSO Principal Flute
Toothpicks and Triumphs
When Valery Gergiev arrived, it was like an electrical storm had
blown into town. Most conductors when working with a new orchestra
might begin with their party piece, a favourite symphony, a well trusted
soloist in an old warhorse concerto, safe territory for maestro and
musicians to weigh each other up before getting in the ring.
But Gergiev isn’t most conductors. He came with a
complete cycle of Prokofiev symphonies.

We had a week to learn and perform all seven,
many of which were unfamiliar. Difficult enough,
but to add to the excitement, the concerts were
broadcast live on BBC Radio 3 and recorded
for release by Philips. It was a bold statement
of intent, and a thrilling, if terrifying week.
The results were extraordinary and it was no
surprise that shortly afterwards he was appointed
Principal Conductor of the LSO.

lso.co.uk

A man who demands flexibility
and fleetness of foot …
That first glimpse of the intensity and speed at
which he worked has proven to be the blueprint for
the way Gergiev’s version of the LSO has evolved.
In many ways, it was always destined to be an
exciting partnership. The LSO (in my opinion) is the
fastest and most flexible ensemble a conductor
could ask for; coupled with a man who famously
jets around the world playing multiple concerts
in different time zones, sometimes on the same
day, a champion of Russian repertoire, a man who
demands flexibility and fleetness of foot from
his players. After our explosive courtship the
relationship has continued at the same trajectory –
with speed, colour, excitement and risk.
There have been many highlights along the way
and the repertoire has been varied. A Mahler cycle,
the Brahms and Szymanowski pairings, Scriabin,
a different take on Berlioz … the expected and
unexpected, the dazzling and visceral. However,

Article

as the formal relationship draws to a close in these
concerts, there is a beautiful symmetry in the return
to the repertoire which perhaps draws the finest
performances of this passionate partnership.

It’s no surprise that Valery
should have a particular affinity
for the music of his homeland …
It’s no surprise that Valery should have a particular
affinity for the music of his homeland, and yet there is
something else, something in the performances that
you can’t quite describe in words. I will never forget a
performance of Tchaikovsky’s Sixth Symphony in Dublin
a few years back. It’s one of those favourites that gets
played to death, though more often than not, a hollow
shell of its true self. The thing with Gergiev is this: I don’t
think we’ve ever given the same performance of a
work twice. That’s not to say it’s unreliable or inconsistent,
but every performance has something unique to say.
I can guarantee that the performance of The Firebird
or The Rite of Spring you hear in London will not be the
same as the performances next week in New York.
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Toothpicks and Triumphs continued
GARETH DAVIES has been LSO
Principal Flute since 2000.
Alongside playing with the LSO,
Gareth writes regularly for BBC
Music Magazine, Classic FM and his
own blog, has written a book on a
century of LSO touring, and is a
professor of flute at the Royal College
of Music and Guildhall School.

How can a man influence the same notes on
the page and get such different but equally
thrilling performances? The truth is, I don’t know,
and don’t really think he does either. I often
remember tiny details in performance; the way
the leader lingered on a phrase, a distant off stage
trumpet, the warm embrace of the string section.
In Dublin that night, I don’t recall the details.
What I do remember is Valery ushering in the bass
section at the beginning and then urging them on
to play quieter and quieter at the end. Somewhere
in between was a perfectly judged arc of music.
Unforgettable. I came off stage exhausted and
wrung out. Ironically, a performance I remember
so little about is the one that haunts me the most.

I came off stage exhausted and wrung out.
Ironically, a performance I remember so
little about is the one that haunts me the most.
The questions I get asked regularly are, ‘how do
you follow his beat’, usually followed by, ‘is it
a toothpick?’. The answer to the second question
is ‘yes’. Why? Does it matter? Not really.
The first question is a little more tricky to answer.

Is it a toothpick?
Does it matter?
Not really.
Even if you have only the most basic knowledge
of conducting technique you’ll recognise that
Gergiev’s style is unconventional. Beats often
move horizontally where you’d expect a vertical,
the fingers quiver, there are times when it looks
more like he’s trying to play the violins rather than
direct them. But it works, which is sort of the point.

lso.co.uk
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The ride with the LSO and Gergiev … has been
exhilarating and exhausting, but one which I’d
happily strap myself in for again.
I don’t know where you’ll be sitting in the auditorium
tonight, but when you see him conduct you’ll
watch his swooping arms, the flicks of his head,
the jerking of his body and the fluttering of
his fingers. But take a moment and look at the
musicians. When they look up from the blur
of notes, they will be watching his eyes. The ride
with the LSO and Gergiev, all 327 concerts,
has been exhilarating and exhausting, but one
which I’d happily strap myself in for again.

London Symphony Orchestra

VALERY GERGIEV:
MAN OF THE THEATRE

GARETH DAVIES

THE SHOW MUST GO ON
Gareth Davies’ book, The Show
Music Go On, tells stories from
LSO tours, from its first trip to
the US in 1912, fast-forwarding
to a century later with tales of
tours from 2012. Both accounts
include many trials and
tribulations – volcanoes, the joy
of airports, travel strikes, illness
and life and death situations –
but also the vivid descriptions of the magic
of the music-making. Get a glimpse into the
backstage goings on and see inside the mind
of the professional musician like never before.
Available online and at all good retailers.

Sun 18 Oct 2015 7pm, Barbican
Bartók The Miraculous Mandarin (concert version)
Stravinsky Chant du rossignol
Bartók Concerto for Orchestra
Valery Gergiev conductor
Gergiev brings his tenure as LSO Principal
Conductor to a close in a concert brimming
over with drama and colour, featuring Bartók’s
fantastic, visceral The Miraculous Mandarin
and virtuosic Concerto for Orchestra.

lso.co.uk
020 7638 8891
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Valery Gergiev
Conductor

Principal Conductor

Valery Gergiev has been Principal Conductor of
the London Symphony Orchestra since 2007,
with performances at the Barbican, BBC Proms
and Edinburgh International Festival, as well as
leading the LSO on extensive tours of Europe, North
America and Asia. As Artistic and General Director
of St Petersburg’s Mariinsky Theatre since 1988, he
has taken the Mariinsky ballet, opera and orchestra
ensembles to more than 45 countries. He is Principal
Conductor of the World Orchestra for Peace and
assumes the role of Principal Conductor of the
Munich Philharmonic Orchestra in autumn 2015.
His other roles include Founder and Artistic Director
of the Stars of the White Nights, New Horizons
and Mariinsky Piano festivals in St Petersburg, the
Moscow Easter Festival, Rotterdam Philharmonic’s
Gergiev Festival, and the Gergiev Festival in Mikkeli.

London Symphony Orchestra
Artistic & General Director
Mariinsky Theatre
Principal Conductor
World Orchestra for Peace
Artistic Director
Stars of the White Nights Festival
Artistic Director

Gergiev has led numerous composer-centred concert
cycles in New York, London and other international
cities, featuring works by Berlioz, Brahms, Dutilleux,
Mahler, Prokofiev, Shostakovich, Stravinsky,
Tchaikovsky, and Wagner, as well as introducing
audiences around the world to several rarely
performed Russian operas. He also serves as Chair
of the Organisational Committee of the International
Tchaikovsky Competition, Honorary President of the
Edinburgh International Festival and Dean of the
Faculty of Arts at the St Petersburg State University.

Moscow Easter Festival

Gergiev’s recordings on LSO Live and the Mariinsky
Label continually win awards in Europe, Asia, and the
United States. Recent releases on LSO Live include
Rachmaninov’s Symphony No 3; Berlioz’s Harold
in Italy, The Death of Cleopatra and Symphonie
fantastique; Brahms’ German Requiem and complete
symphonies; Szymanowski’s Stabat Mater and
complete symphonic works. Earlier releases include
the symphonies of Tchaikovsky and Mahler.

Recent releases on the Mariinsky Label include
Rachmaninov’s Piano Concerto No 1, Stravinsky’s
Capriccio, and Shchedrin’s Piano Concerto No 2
with Denis Matsuev; Shchedrin’s The Left Hander;
Shostakovich’s Symphony No 9 and Violin Concerto
No 1 featuring Leonidas Kavakos; Mussorgsky’s
Pictures at an Exhibition, Dances of Death and
Night on Bare Mountain. Earlier releases include
Prokofiev’s Romeo and Juliet and The Gambler on
DVD, Shostakovich’s Symphonies No 4, 5, 6 and 8,
Tchaikovsky Piano Concertos No 1 and 2 and
Prokofiev’s Piano Concerto No 3 with Denis Matsuev
and Prokofiev’s Symphony No 5.
Valery Gergiev’s many awards include the People’s
Artist of Russia, the Dmitri Shostakovich Award, the
Polar Music Prize, the Netherlands’ Knight of the
Order of the Dutch Lion, Japan’s Order of the Rising
Sun and the French Order of the Legion of Honour.

lso.co.uk

Artist Biographies
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Yefim Bronfman
Piano
Internationally recognised as one of today’s most
acclaimed and admired pianists, Yefim Bronfman
stands among a handful of artists regularly sought
by festivals, orchestras, conductors and recital series.
His commanding technique, power and exceptional
lyrical gifts are consistently acknowledged by the
press and audiences alike.
At the centre of the current season is a residency
with the Staatskapelle Dresden, which includes
all of Beethoven’s Piano Concertos conducted by
Christian Thielemann in Dresden and on tour in
Europe. Recital performances will capture audiences
with the cycles of the daunting complete Prokofiev
sonatas over three programmes in Berlin, New York’s
Carnegie Hall, and Cal Performances, Berkeley.
As a regular guest, Bronfman will return to the
Vienna, New York and Los Angeles Philharmonic
Orchestras, Mariinsky, Cleveland and Philadelphia
Orchestras, as well as the Symphony Orchestras of
Boston, Montreal, Toronto, San Francisco and Seattle.
Following the success of their first US tour last
spring, Bronfman will rejoin Anne-Sophie Mutter and
Lynn Harrell in May for a European tour that takes
them from Madrid to Berlin, Moscow and Milan.
Always keen to explore chamber music repertoire,
his partners have also included Martha Argerich,
Magdalena Kožená, Emmanuel Pahud, Pinchas
Zukerman and many others.
Yefim Bronfman works regularly with an illustrious
group of conductors, including Daniel Barenboim,
Herbert Blomstedt, Semyon Bychkov, Riccardo
Chailly, Christoph von Dohnányi, Gustavo Dudamel,
Charles Dutoit, Daniele Gatti, Valery Gergiev,
Alan Gilbert, Mariss Jansons, Vladimir Jurowski,
James Levine, Zubin Mehta, Riccardo Muti,

Andris Nelsons, Yannick Nézet-Séguin, Sir Simon
Rattle, Esa-Pekka Salonen, Franz Welser-Möst and
David Zinman. Summer engagements regularly take
him to the major festivals of Europe and the US.
He has also given numerous solo recitals in the
leading halls of North America, Europe and the Far
East, including acclaimed debuts at Carnegie Hall in
1989 and David Geffen Hall, formerly Avery Fisher
Hall, in 1993. In 1991 he gave a series of joint recitals
with Isaac Stern in Russia, marking Bronfman’s first
public performances there since his emigration to
Israel at age 15. That same year he was awarded the
prestigious Avery Fisher Prize, one of the highest
honours given to American instrumentalists. In 2010
he was the recipient of the Jean Gimbel Lane prize in
piano performance from Northwestern University.
Born in Tashkent in the Soviet Union, Yefim Bronfman
emigrated to Israel with his family in 1973, where
he studied with pianist Arie Vardi, head of the
Rubin Academy of Music at Tel Aviv University. In
the United States he studied at The Juilliard School,
Marlboro School of Music and the Curtis Institute
of Music, under Rudolf Firkušný, Leon Fleisher and
Rudolf Serkin. He received an honorary doctorate in
2015 from the Manhattan School of Music.
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London Symphony Orchestra
On stage
FIRST VIOLINS
Roman Simovic Leader
Carmine Lauri
Lennox Mackenzie
Clare Duckworth
Nigel Broadbent
Ginette Decuyper
Gerald Gregory
Jörg Hammann
Maxine Kwok-Adams
Claire Parfitt
Laurent Quenelle
Harriet Rayfield
Ian Rhodes
Sylvain Vasseur
Rhys Watkins
Shlomy Dobrinsky
SECOND VIOLINS
David Alberman
Thomas Norris
Miya Väisänen
David Ballesteros
Richard Blayden
Matthew Gardner
Julian Gil Rodriguez
William Melvin
Iwona Muszynska
Andrew Pollock
Louise Shackelton
Oriana Kriszten
Gordon MacKay
Katerina Nazarova

VIOLAS
Edward Vanderspar
Gillianne Haddow
German Clavijo
Lander Echevarria
Anna Bastow
Julia O’Riordan
Robert Turner
Jonathan Welch
Elizabeth Butler
Carol Ella
Francis Kefford
Melanie Martin
CELLOS
Tim Hugh
Alastair Blayden
Jennifer Brown
Noel Bradshaw
Eve-Marie Caravassilis
Daniel Gardner
Hilary Jones
Amanda Truelove
Judith Herbert
Orlando Jopling
DOUBLE BASSES
Colin Paris
Patrick Laurence
Matthew Gibson
Thomas Goodman
Joe Melvin
Jani Pensola
Benjamin Griffiths
Simo Väisänen

FLUTES
Gareth Davies
Adam Walker
Alex Jakeman
Patricia Moynihan
PICCOLO
Sharon Williams
ALTO FLUTE
Gareth Davies
OBOES
Emanuel Abbühl
Katie Bennington
Daniel Finney
CORS ANGLAIS
Maxwell Spiers
Sarah Harper
CLARINETS
Andrew Marriner
Chris Richards
Chi-Yu Mo
E-FLAT CLARINET
Chi-Yu Mo
BASS CLARINET
Lorenzo Iosco
Duncan Gould
BASSOONS
Rachel Gough
Joost Bosdijk
Dominic Tyler

Your views
Inbox
CONTRA BASSOONS TIMPANI
Dominic Morgan
Nigel Thomas
Fraser Gordon
Antoine Bedewi
HORNS
Timothy Jones
Jose Garcia Gutierrez
Angela Barnes
Alexander Edmundson
Jonathan Lipton
Jonathan Bareham
Andrew Budden
Anna Douglass
Jonathan Durrant

PERCUSSION
Neil Percy
David Jackson
Sam Walton
Antoine Bedewi
Tom Edwards

TRUMPETS
Philip Cobb
Jason Evans
Gerald Ruddock
Paul Mayes
Joe Sharp

Liam McCann @londonsymphony
Utterly INTOXICATING Haitink
Brahms #1 @BarbicanCentre
on the LSO with Bernard Haitink (23 Sep)
Paul Davies Last night’s Purcell /
Stucky was very atmospheric and solemn.
I liked the Beethoven PC1 but the Brahms
1st was the crowning glory – spacious,
wonderful dynamics and tempi.
on the LSO with Bernard Haitink (23 Sep)
Michael Smith Many thanks for the
magnificent and absorbing performance
of Mahler’s 4th under Haitink.
on the LSO with Bernard Haitink (20 Sep)

TROMBONES
Dudley Bright
Peter Moore
James Maynard
BASS TROMBONE
Paul Milner
TUBAS
Patrick Harrild
Martin Knowles

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 15 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.

The Scheme is supported by
Help Musicians UK
The Lefever Award
The Polonsky Foundation

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

Editor
Edward Appleyard
edward.appleyard@lso.co.uk
Photography
Igor Emmerich, Kevin Leighton,
Bill Robinson, Alberto Venzago,
Ranald Mackechnie, Dario Acosta
Print Cantate 020 3651 1690
Advertising Cabbell Ltd 020 3603 7937

