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Welcome

14 April 2016

Welcome
Kathryn McDowell

Living Music
In Brief
We are delighted to welcome you to this evening’s
LSO concert with Sir Simon Rattle, the LSO’s Music
Director Designate, who returns for the third time
this season to conduct a programme of Messiaen
and Bruckner, following a short tour to Luxembourg
and the Philharmonie in Paris.
The concert begins with Messiaen’s Couleurs de la
cité céleste, for which we are joined by piano soloist
Pierre-Laurent Aimard, who last appeared with
the Orchestra in 2010. After the interval, Sir Simon
conducts Bruckner’s Symphony No 8.
I would like to take this opportunity to thank our
media partners BBC Radio 3 and Mezzo, who will be
recording the concert for broadcast across Europe.

LSO GALA AT THE MANSION HOUSE
The LSO is honoured that the Lord Mayor is allowing
us to host a special fundraising dinner at The
Mansion House on Monday 27 June with special
guest Sir Simon Rattle. The evening will celebrate an
important moment in the LSO’s history as Sir Simon
returns to Britain to lead the extraordinary musicians
of the LSO, and help raise funds to support this new
chapter of ambitious music-making, which reaches
deep into the communities we serve and touches
people’s lives with the power of music. To find out
more about the gala, contact Liana Richards at
liana.richards@lso.co.uk or 020 7382 2552.

SIR ROBERT FINCH (1944–2016)
I hope you enjoy the performance and can join us
again on 17 April, when Sir Simon Rattle will conduct
a performance of Haydn’s oratorio The Seasons,
sung in its original German by the London Symphony
Chorus and a stellar cast of soloists.

The LSO was saddened to hear about the death of
Sir Robert Finch, a former Lord Mayor of the City of
London. During his tenure he chose the LSO as the
beneficiary of his Appeal, setting a new benchmark
for our fundraising activities. For this he was awarded
honorary membership of the LSO. He remained
closely involved in the development of LSO St Luke’s,
LSO Discovery and our recent Moving Music campaign.
Our thoughts are with his family and friends.

Kathryn McDowell CBE DL
Managing Director
A WARM WELCOME TO TONIGHT’S GROUPS
The LSO offers great benefits to groups of 10+,
including 20% discount on standard tickets.
At tonight’s concert we are delighted to welcome:
Ian Fyfe & Friends
Tom Meurrens & Friends
lso.co.uk/groups

London Symphony Orchestra
Living Music

Gianandrea Noseda opens the season with the Verdi Requiem,
his first concerts as LSO Principal Guest Conductor
Sir John Eliot Gardiner concludes his Mendelssohn symphonies cycle
Two new commissions from Mark-Anthony Turnage receive their world and UK premieres
Janine Jansen performs in three concerts as part of her LSO Artist Portrait
François-Xavier Roth continues his After Romanticism series
Bernard Haitink performs Bruckner, Mahler and Beethoven with Mitsuko Uchida
Lang Lang returns to close the season with Bartók’s Piano Concerto No 2

See the full listings, now on sale, at
lso.co.uk/201617season
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Olivier Messiaen (1908–92)
Couleurs de la cité céleste (1963)
PIERRE-LAURENT AIMARD PIANO
PROGRAMME NOTE WRITER
PAUL GRIFFITHS

The score contains five citations
from THE BOOK OF REVELATION:
1 ‘And there was a rainbow round
about the throne …’ (Revelation 4:3)
2 ‘And the seven angels which had
the seven trumpets …’ (Revelation 8:6)
3 ‘And to him was given the key of the
bottomless pit …’ (Revelation 9:1)
4 ‘That great city, the holy Jerusalem

According to Messiaen’s own account, this work was
prompted by a request from South-West German
Radio for a piece for three trombones and three
xylophones, of which the trombones made him think
of the Apocalypse, or Book of Revelation attributed
to St John. In order to vary the timbres, and to
introduce more opportunities for birdsong, he added
trumpets, horns, clarinets, metal percussion and
solo piano, but the connection with the Apocalypse
remained. Hence the title of the work, which had
its first performance at the radio station’s festival
of new music in Donaueschingen in 1964, with
Pierre Boulez conducting.

vision: seven-part brass writing for the seven angels
with seven trumpets, and a fall in the far bass
representing the abyss, infinitely below. Blocks of
these different musics, different colours, are placed
one after another in constantly varying patterns;
it is as if we were hearing a kaleidoscope.
‘The form of this work’, Messiaen noted, ‘depends
entirely on colours. Its melodic themes and rhythms,
its sound complexes and timbres, evolve in the
manner of colours.’ The outcome is a ‘great fan of
colours: a fan which turns on itself, interlacing these
blocks of time, like a cathedral’s rose window of
flaming, invisible colours.’

… her light was like a stone most
precious, even like a jasper stone …’
(Revelation 21:11)
5 ‘And the foundations of the wall
of the city were garnished with all
manner of precious stones. The first
foundation was jasper; the second,
sapphire; the third, a chalcedony;
the fourth, an emerald; the fifth,
sardonyx; the sixth, sardius; the
seventh, chrysolite; the eighth,
beryl; the ninth, a topaz; the tenth, a
chrysoprasus; the eleventh, a jacinth;
the twelfth, an amethyst.’
(Revelation 21:19–20)

The ‘Colours of the Heavenly City’ are those of the
precious stones St John mentions as set into the
city’s outer walls, jewel colours that the builders
of Medieval cathedrals aimed to evoke in stained
glass. Messiaen hears those colours as harmonies,
including in particular the brilliant blue of A major
and the vivid red of E-flat major, often swirling in
alternation. We do not, however, have to share his
very precise sense of visual-aural correspondences
in order to feel this music as spectacularly colourful,
by virtue of how its chords imitate natural resonance
in their spacings and of how they profit from the
effulgence of wind tone and the scintillation of piano
and percussion.
Playing continuously for around a quarter of an
hour, the piece is a mosaic of ensembles and piano
solos (which Messiaen wrote for his wife, Yvonne
Loriod), of the songs and calls of birds (especially
birds from exotic parts: New Zealand and Brazil)
along with chords representing radiant colours, of
plainsong alleluias and ancient Indian rhythms, as
well as of images taken over directly from St John’s

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.
The Barbican shop will also be open.
Why not tweet us your thoughts on the first half of the
performance @londonsymphony, or come and talk to
LSO staff at the Information Point on the Circle level?

lso.co.uk

Composer Profile

Olivier Messiaen
Composer Profile
London Symphony Orchestra

One of the most significant composers of the 20th
century, Messiaen incorporated a wide variety of
influences into his musical language, including
Gregorian chant, ancient Greek, Medieval western
and Hindu rhythms, and birdsong.
He was born in Avignon on 10 December 1908
and as a child was encouraged to study music by
his scholar father and his mother, the poet Cécile
Sauvage. After discovering Debussy’s opera Pelléas
et Mélisande he resolved to become a composer.
He studied at the Paris Conservatoire, where his
teachers included Paul Dukas, graduating in 1930
with the first prize in composition, and becoming
organist at La Sainte-Trinité in Paris, a post he held
until his death.
COMPOSER PROFILE WRITER
ANDREW STEWART

In 1941, while he was a prisoner of war, he
composed the visionary Quartet for the End of
Time, which, along with the Turangalîla-Symphonie
of 1946–48, attracted international attention. Many
young composers studied musical analysis with
Messiaen, Pierre Boulez among them, and adopted
aspects of his compositional language. In his finest
works Messiaen explored textural contrasts of sound
and tone colours, often integrating birdsong and
expressing aspects of his devout Catholicism.
He died in Paris on 28 April 1992.

CONTEMPORARY MUSIC
WITH THE LSO

Sun 26 Jun 2016 7pm
Maxwell Davies The Hogboon
(world premiere, LSO commission)
with Sir Simon Rattle conductor
Generously supported by David HS Hobbs

Sun 6 Nov 2016 7pm
Steve Reich You Are (Variations);
Daniel Variations; The Desert Music
with Kristjan Järvi conductor
Sat 14 & Sun 15 Jan 2017 7pm
Ligeti Le grand macabre
with Sir Simon Rattle conductor
and Peter Sellars director
Produced by the LSO and the Barbican.
Part of LSO 2016/17 Season and Barbican Presents.

Thu 19 Jan 2017 7.30pm
Mark-Anthony Turnage Remembering
(world premiere, LSO co-commission)
with Sir Simon Rattle conductor
Generously supported by Susie Thomson

020 7638 8891
lso.co.uk
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Sat 16 May, Milton Court

Image: Pierre-Laurent Aimard © Marco Borggreve

Pierre-Laurent
Aimard
plays Messiaen

One of Messiaen’s greatest
living interpreters, Aimard
gives an evening long portrait
of the touching and powerful
Vingt Regards sur l’Énfant Jésus

lso.co.uk
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7

Bruckner the Man
by Stephen Johnson
Myths cling like limpets to great artists,
no matter how hard scholars try to scrape them off.
And of no composer is this truer than Anton Bruckner.
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

Bruckner is still frequently described as a ‘simple’ man,
an Austrian peasant with little education and even
less grasp of the sophisticated Viennese world
in which he tried so desperately to establish both
a living and a reputation.

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

The facts tell a different story. Bruckner may have
appeared unpolished, at times bizarrely eccentric,
especially to self-conscious Viennese sophisticates,
but he was far from ill-educated. His father was a
village schoolmaster – a background he shared with
several of the greatest Austrian and German writers
and thinkers. Bruckner went through a rigorous Catholic
teacher-training programme, passing his exams
first time with distinction (quite a rare achievement
in those days). Close friends and colleagues testify
to his lively and enquiring intellect, as well as his
friendliness and generosity. Bruckner’s intense
Roman Catholic faith certainly marked him out
as unworldly. There are stories of him breaking
off lectures at the Vienna University to pray;
begging God’s forgiveness for unintentionally
‘stealing’ another man’s tune; dedicating his
Ninth Symphony ‘to dear God’. However, tensions
between the demands of his faith and his lifelong
tendency to fall in love with improbably young
women reveal a deep rift in his nature. Bruckner
could also be alarmingly compulsive in his devotions –
especially at times of acute mental crisis (there were
plenty of those) – and there are hints he was prone
to doubt, especially in his last years.

Equally strange to those who knew him was
Bruckner’s almost religious devotion to Wagner –
even Wagner himself is said to have been
embarrassed by Bruckner’s adoration (which is
saying a great deal!). But the way Bruckner as a
composer synthesises lush Wagnerian harmonies
and intense expression with elements drawn from
Schubert, Beethoven, Haydn, Bach and the Renaissance
church master Palestrina is remarkably original.
It shows that, unlike many of his contemporaries,
Bruckner was far from losing himself in Wagner’s
intoxicating soundworld. His obsessions may have
caused him terrible problems – particularly his
notorious ‘counting mania’. (During one crisis period
he was found trying to count the leaves on a tree.)
But paradoxically the same obsessiveness may
have helped him keep his bearings as a composer.
There’s an old joke that Bruckner ‘wrote the same
symphony nine times’, and it’s true that the symphonies
tend to be based on the same ground plan, with similar
features in similar places. But the same is true of
the great Medieval cathedrals, and no one could say
that Chartres Cathedral was the same building as
Durham or Westminster Abbey. Bruckner planned
his cathedral-like symphonic structures in meticulous
detail, and at best they function superbly as formal
containers for his ecstatic visions and extreme
mood swings. Disconcerting simplicity and profound
complexity co-exist in the man as in his music.
It’s one of the things that makes him so fascinating
and, in music, unique.
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Anton Bruckner (1824–96)
Symphony No 8 in C minor (revised version 1889–90, ed Robert Haas)
1

ALLEGRO MODERATO

2

SCHERZO: ALLEGRO MODERATO – TRIO: LANGSAM (SLOW) –
SCHERZO DA CAPO

3

ADAGIO: FEIERLICH LANGSAM; DOCH NICHT SCHLEPPEND
(SLOW AND SOLEMN; BUT NOT DRAGGING)

4
PROGRAMME NOTE WRITER
STEPHEN JOHNSON

HERMANN LEVI (1839–1900) was a
German conductor, known particularly
for giving the first performances of
Wagner’s opera Parsifal in Bayreuth.
He had conducted a highly successful
performance of Bruckner’s Seventh
Symphony in 1885, so the composer
was particularly crushed by his
confused response to the Eighth.

FINALE: FEIERLICH, NICHT SCHNELL (SOLEMN, NOT FAST)

Bruckner’s symphonies have been compared to
‘cathedrals in sound’. If so, the Eighth is the most
imposing of them all – awe-inspiringly spacious, rich
and intricate in detail, but also mysterious, shadowy,
with reminders of human mortality in each dark corner.
Like many great cathedrals, Bruckner’s Eighth took
some years to reach the form in which we know
it today. Bruckner began sketching it out in 1884,
exhilarated by the recent triumphant premiere of
Symphony No 7 in Leipzig. The first version of the score
was finished three years later. In the manuscript, at
the bottom of the final page, next to the customary
record of date and place, Bruckner added one simple
but very telling word – ‘Halleluja!’
Full of pride in his latest and grandest achievement,
Bruckner sent the newly completed score to the
conductor Hermann Levi, whom he had nicknamed
‘My artistic father’ – this despite the fact that Levi
was 15 years younger than Bruckner. ‘I simply
cannot describe my elation at the thought of its
being performed under your masterly direction’, he
wrote. That hope was to be cruelly dashed. However
enthusiastic Levi may have been about the Seventh
Symphony, the new work baffled, even disturbed
him. Eventually, Levi poured out his feelings to one of
Bruckner’s pupils, Josef Schalk: ‘I am at my wits’ end
and I must appeal to you for advice and help. To put
it bluntly, I am absolutely at sea in Bruckner’s Eighth
Symphony, and I haven’t the courage to put it on …
What can I do? It makes me shudder to think of the
effect of such news on our friend!’

Bruckner’s reaction was as Levi had feared. It is said
that he even contemplated suicide (a particularly
radical course of action for a devout Roman Catholic).
But then Bruckner began to look at the Eighth again.
His next letter to Levi is astonishing in its selfabasement: ‘I really should be ashamed of myself –
at least this time – about the Eighth. What an idiot!
It’s already beginning to look quite different …’
The revision of the Eighth Symphony was completed
in 1890. It is, as Bruckner told Levi, ‘quite different’
from the original. For one thing, it is shorter,
proportions being adjusted with the precision of a
master-architect. (In his 1939 edition of the score,
Robert Haas restored some of the cuts he believed
were forced upon Bruckner at the last minute, but
even then, Haas’ score is significantly shorter than
the original.) Orchestration and harmony are richer
and more refined in the 1890 revision; but the most
striking difference between the two versions is
that the later score is significantly darker than the
original. The central and final climaxes of the first
movement take on a terrifying, black grandeur in the
revision. And two important passages in originally
C major – the climax of the Adagio and the fff coda
of the first movement – are transposed or simply
excised. This means that in the revision there is much
less music on the bright, major side of the home key:
it’s as though the cathedral architect had partially or
completely bricked-up two large windows.
The effect of the cut at the end of the first movement
is shattering. As so often, Bruckner casts the first
movement in a kind of expansion of Classical sonata
form, with three leading themes: the first (cellos
and basses) darkly probing; the second (full strings,
with the characteristic ‘Bruckner rhythm’, ONE-two,
ONE-two-three), more consoling; the third (horns and
pizzicato strings) full of foreboding. Where many

lso.co.uk
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BRUCKNER on LSO LIVE
Discover Bruckner’s Symphonies
Nos 4, 6 and 9 on LSO Live, including
Bernard Haitink’s version of the
Ninth, named Album of the Week in
The Sunday Times and Editor’s Choice
in Gramophone.
from £5.99
Available at
lsolive.lso.co.uk
in the Barbican
Shop or online at
iTunes & Amazon

MORE BRUCKNER IN MAY
Sun 8 May 2016 7pm
LSO Principal Guest Conductor
Daniel Harding presents
Bruckner’s breakthrough work,
the Third Symphony, alongside
an elegantly crafted Mozart
Piano Concerto played by
Leif Ove Andsnes.
Mozart Piano Concerto No 20
Bruckner Symphony No 3
Daniel Harding conductor
Leif Ove Andsnes piano

Book now
lso.co.uk

Bruckner first movements move at a leisurely pace,
with plenty of stops to admire the scenery, this Allegro
moderato has an underlying urgency, even if the pulse
is not really fast. It underlines the inevitability of the
final vision: ‘Dust thou art, and to dust shalt thou
return.’ Where the original version ended in grand
affirmation, the 1890 revision ebbs bleakly away into
silence. In place of Death and Transfiguration, we
now have only Death. Another of Bruckner’s pupils,
Friedrich Eckstein, described hearing Bruckner
play this ending on the piano: ‘as he played me this
passage … I observed that Bruckner’s expression
was changing, that the corners of his mouth were
sinking and his body had begun to shudder. As
he played, he bent towards me and said, almost
inaudibly: ‘This is Death’s Clock, that ticks for
everyone, and never stops ticking till all is past!’’
The second movement, the Scherzo, shares the key
and the tempo marking of the first movement –
which only makes the contrast all the more striking.
The music drives forward like an elemental engine,
building to two exhilarating climaxes, with pounding
timpani and chiming brass. At the centre of the
movement is a more reflective pastoral Trio, in which
the harps appear for the first time. Then the Scherzo
is heard complete once again.
Friedrich Eckstein has another wonderful story about
the Adagio – and about those harps (a very unusual
colour in a Bruckner symphony). ‘All the time that I had
known him,’ says Eckstein, ‘I had heard him declare
repeatedly that there was no place for the harp
in a true symphony.’ Visiting Bruckner during the
composition of the Adagio, Eckstein became aware
that the composer had reached an impasse. ‘Then
one day I arrived at my lesson to find the Master in
unusually high spirits. I was scarcely in the hallway
when he cried: ‘I’ve put harps in the Adagio! I just
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had to, there was no other way!’’ Eckstein then
tells us how Bruckner played the Adagio to him.
‘I listened, deeply moved, to the solemn entry of
the harps, and as they spread their magical sounds
over the stately chorus of string voices, they seemed
to lift the movement above all earthly things.’
Listening to that visionary harp passage, many have
felt as Eckstein did. But the Adagio is not without its
intimations of ‘earthly things’. The opening theme is
extraordinarily romantic, full of painful longing. The
violins’ theme quotes Schubert’s song of alienation,
The Wanderer, while the pulsating accompanying
rhythm alludes to Wagner’s erotic masterpiece
Tristan and Isolde. Another friend of Bruckner,
Carl Hruby, tells how Bruckner played through this
movement to purge himself of memories of one of
his many painful infatuations (Bruckner remained a
lonely bachelor to the end of his life). It is not hard to
hear this movement as a great song of unsatisfied
longing – despite moments of angelic consolation.
After this the Finale resembles a cosmic battleground;
though despite the thrilling call to action at the
beginning, most of it unfolds very slowly. Some
listeners find the pace frustrating. But, as the composer
Robert Simpson once observed, this is music which
not only demands patience, it actually expresses it.
As in the first movement, three distinct themes are
presented, a development follows, then comes a
recapitulation and coda; but, as the movement
progresses, the listener is more likely to be aware of a
succession of fortissimo upheavals, alternating with
passages in which the music pauses to reflect or draw
breath. Eventually, quiet drum taps introduce the coda:
a slow, awe-inspiring crescendo, dark at first, but
emerging into blazing C major at its height. Trumpet
fanfares erupt, then, finally, the themes of all four
movements are fused in contrapuntal ecstasy.
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Sir Simon Rattle
Conductor

14 April 2016

‘Rattle conducts with missionary zeal,
as if he believes in every note.’
Sir Simon Rattle was born in Liverpool and studied at
the Royal Academy of Music. From 1980 to 1998, he
was Principal Conductor and Artistic Adviser of the
City of Birmingham Symphony Orchestra and was
appointed Music Director in 1990. In 2002 he took up
his current position of Artistic Director and Chief
Conductor of the Berlin Philharmonic, where he will
remain until 2018. From September 2017 he will become
Music Director of the London Symphony Orchestra.

Music Director Designate
London Symphony Orchestra
Chief Conductor
and Artistic Director
Berlin Philharmonic Orchestra
Principal Artist
Orchestra of the Age of
Enlightenment
Founding Patron
Birmingham Contemporary
Music Group

Rattle has made over 70 recordings for EMI (now
Warner Classics), and has received numerous
prestigious international awards for his recordings
on various labels. Releases on EMI include
Stravinsky’s Symphony of Psalms, Berlioz’s
Symphonie fantastique, Ravel’s L’Enfant et les
Sortilèges, Tchaikovsky’s Nutcracker, Mahler’s
Second Symphony and Bizet’s Carmen.
As well as fulfilling a taxing concert schedule in Berlin,
Rattle and the Berlin Philharmonic regularly tour within
Europe, North America and Asia. The partnership
has also broken new ground with the education
programme Zukunft@Bphil, earning the Comenius
Prize in 2004, the Schiller Special Prize from the city
of Mannheim in May 2005, the Golden Camera and
the Urania Medal in Spring 2007. He and the Berlin
Philharmonic were also appointed International UNICEF
Ambassadors in the same year – the first time this
honour has been conferred on an artistic ensemble.
In 2013 Simon Rattle and the Berlin Philharmonic took
up a residency at the Baden Baden Easter Festival
performing The Magic Flute and a series of concerts.
Past seasons have included Puccini’s Manon Lescaut
and Peter Sellars’ ritualisation of Bach’s St John
Passion, Strauss’ Der Rosenkavalier and Berlioz’s
La damnation de Faust. For the Salzburg Easter
Festival Rattle conducted staged productions of

The Times

Fidelio, Così fan tutte, Peter Grimes, Pelléas
et Mélisande, Salome and Carmen, a concert
performance of Idomeneo and many contrasting
concert programmes. He also conducted Wagner’s
complete Ring Cycle with the Berlin Philharmonic
for the Aix-en-Provence and Salzburg Easter
Festivals and most recently at the Deutsche Oper,
Berlin and the Wiener Staatsoper.
Simon Rattle has strong long-standing relationships
with the leading orchestras in London, Europe
and the US, initially working closely with the
Los Angeles Philharmonic Orchestra and Boston
Symphony Orchestra, and more recently with
the Philadelphia Orchestra. He regularly conducts
the Vienna Philharmonic, with which he has recorded
the complete Beethoven symphonies and piano
concertos (with Alfred Brendel) and is also a
Principal Artist of the Orchestra of the Age of
Enlightenment and Founding Patron of Birmingham
Contemporary Music Group.
His 2015/16 season includes the Beethoven
Cycle with the Berlin Philharmonic, with concerts
in Europe and Carnegie Hall, New York, and a
production of Tristan and Isolde at Baden Baden.
Future engagements will see him return to the
Bayerischer Rundfunk, the Metropolitan Opera
and the Orchestra of the Age of Enlightenment.
Simon Rattle was knighted in 1994, and in the
New Year’s Honours of 2014 he received the
Order of Merit from Her Majesty the Queen.
He will be a Carnegie Hall Perspectives Artist
throughout the 2015/16 and 2016/17 seasons.

lso.co.uk
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Pierre-Laurent Aimard
Piano
Widely acclaimed as a key figure in the music of
our time and as a uniquely significant interpreter
of piano repertoire from every age, Pierre-Laurent
Aimard enjoys an internationally celebrated career.
He regularly performs throughout the world with
major orchestras and conductors including Esa-Pekka
Salonen, Vladimir Jurowski, Peter Eötvös, Sir Simon
Rattle and Riccardo Chailly. He has been invited to
create, direct and perform in a number of residencies,
with projects at New York’s Carnegie Hall and Lincoln
Center, Wiener Konzerthaus, Berlin’s Philharmonie,
the Lucerne Festival, Mozarteum Salzburg, Cité de la
Musique in Paris, the Tanglewood Festival and the
Southbank Centre. Aimard is also the Artistic Director
of the Aldeburgh Festival.
Artistic Director
Aldeburgh Festival

In the 2015/16 season Pierre-Laurent is Artist-inResidence with the Vienna Symphony and will
perform all of Beethoven’s Piano Concertos under
the baton of Philippe Jordan. He remains committed
to the music of the 20th and 21st centuries,
performing in a major Stockhausen project for
Musica Viva in Munich followed by concerts in
Paris and Amsterdam, and a performance of
Lachenmann’s Ausklang in Luxembourg. Other
highlights include solo recitals in Frankfurt,
Amsterdam, Sydney, Tokyo and London.
Born in Lyon in 1957, Pierre-Laurent studied at
the Paris Conservatoire with Yvonne Loriod and in
London with Maria Curcio. Early career landmarks
included winning the 1973 Messiaen Competition at
the age of 16 and being appointed three years later
by Pierre Boulez as Ensemble intercontemporain’s
first solo pianist.
Pierre-Laurent has had close collaborations with many
leading composers including György Kurtág, Carter,

Stockhausen, Boulez and George Benjamin, and had
a long association with Ligeti, recording his complete
works for piano. Most recently he performed the
world premiere of Harrison Birtwistle’s Responses:
Sweet disorder and the carefully careless, as well
as Carter’s last piece Epigrams for piano, cello and
violin, which was written for Pierre-Laurent and
premiered at the Aldeburgh Festival in June 2013.
Through his professorship at the Hochschule Köln,
as well as lectures and workshops worldwide, he
sheds an inspiring and very personal light on music
of all periods. During the 2008/09 season he was an
Associate Professor at the College de France in Paris
and he is a member of Bayerische Akademie der
Schönen Künste. He received the Royal Philharmonic
Society’s Instrumentalist Award in spring 2005 and
was named as Musical America’s Instrumentalist of
the Year in 2007. In 2015 he launched a major online
resource centred on the performance and teaching
of Ligeti’s piano music with filmed masterclasses
and performances of the Études and other works by
Ligeti in collaboration with Klavier-Festival Ruhr.
Pierre-Laurent has made many highly successful
recordings. His first Deutsche Grammophon release,
Bach’s Art of Fugue, received both the Diapason d’Or
and Choc du Monde de la Musique awards, debuted
at No 1 on Billboard’s classical chart and topped
iTunes’ classical album download chart. In recent
years Pierre-Laurent has been honoured with
ECHO Klassik Awards, most recently in 2009 for
his recording of solo piano pieces, Hommage à
Messiaen; a Grammy award in 2005 for his recording
of Ives’ Concord Sonata and Songs; and Germany’s
Schallplattenkritik Honorary Prize in 2009. Further
releases for DG – of The Liszt Project in 2011 and
Debussy Préludes in 2012 – were joined by a new
recording of Bach’s Well-Tempered Clavier Book 1,
released in 2014.
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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
Elizabeth Pigram
Laurent Quenelle
Harriet Rayfield
Colin Renwick
Sylvain Vasseur
Rhys Watkins
SECOND VIOLINS
David Alberman
Thomas Norris
Sarah Quinn
David Ballesteros
Matthew Gardner
Julian Gil Rodriguez
Naoko Keatley
Belinda McFarlane
William Melvin
Andrew Pollock
Paul Robson
Eleanor Fagg
Oriana Kriszten
Hazel Mulligan

VIOLAS
Edward Vanderspar
Gillianne Haddow
Malcolm Johnston
Lander Echevarria
Anna Bastow
Julia O’Riordan
Robert Turner
Heather Wallington
Jonathan Welch
Elizabeth Butler
Carol Ella
Caroline O’Neill
CELLOS
Tim Hugh
Alastair Blayden
Jennifer Brown
Noel Bradshaw
Eve-Marie Caravassilis
Daniel Gardner
Hilary Jones
Amanda Truelove
Miwa Rosso
Peteris Sokolovskis
DOUBLE BASSES
Gunars Upatnieks
Colin Paris
Patrick Laurence
Matthew Gibson
Thomas Goodman
Joe Melvin
Jani Pensola
Axel Bouchaux

FLUTES
Gareth Davies
Alex Jakeman
Sharon Williams
OBOES
Olivier Stankiewicz
Rosie Jenkins
Christine Pendrill
CLARINETS
Andrew Marriner
Chi-Yu Mo
Chris Richards
BASSOONS
Rachel Gough
Joost Bosdijk
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Nigel Thomas
PERCUSSION
Neil Percy
David Jackson
Sam Walton
Antoine Bedewi
Tom Edwards
Owen Gunnell
Karen Hutt

HORNS
Timothy Jones
Angela Barnes
Mark Almond
Nick Hougham
Samuel Jacobs
Alexander Edmundson
Sarah Willis
HARPS
Jonathan Lipton
Bryn Lewis
Jonathan Bareham
Imogen Barford
Ruth Holden

20 MAR: DANIEL HARDING – SCHUMANN’S SCENES FROM GOETHE’S ‘FAUST’

Sally Silver Stunning #Schumann tonight
@londonsymphony @BarbicanCentre #rapturousapplause
Edward Chin Great Schumann tonight with
@londonsymphony @djharding. Gerhaher’s voice
is one of the great wonders of this world.
Deborah Staunton Wonderful stuff from @djharding &
@londonsymphony tonight, Karg stunning, Gerhaher outdid
even himself. #sprachlos
3 APR: ALAN GILBERT AND JOSHUA BELL – NIELSEN, SIBELIUS, ANDERS HILLBORG
AND TCHAIKOVSKY

Jamie John Hutchings What a concert!
Phenomenal. Bravo @londonsymphony @GilbertConducts
& @JoshuaBellMusic. Unforgettable.
John New @londonsymphony it was an amazing evening!
Looking forward to being back again! :)
Jessy Croghan Great concert with @londonsymphony –
the first time I heard @JoshuaBellMusic was 2 days before
I was due to be born!
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