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15 September 2015

Welcome
Kathryn McDowell

Living Music
In Brief
A very warm welcome to the first concert of the
LSO’s 2015/16 season. Following a summer of
touring and festival appearances throughout Europe,
including the City of London Festival, BBC Proms and
Edinburgh International Festival, we are delighted to
return to the Barbican once again for a new season
of music-making.
Tonight it is a pleasure to welcome Bernard Haitink,
a great friend and long-term collaborator of the LSO’s,
to the podium. This evening he conducts the first in
a series of three concerts, ahead of a tour to Japan
later this month.
The programme begins with Mozart’s Piano Concerto
No 24 in C minor, performed by Murray Perahia, one
of the most highly regarded pianists in the world
today. The second half of the concert sees Bernard
Haitink conduct Bruckner’s vast Seventh Symphony.
Haitink has long been associated with the music of
Bruckner and is considered to be one of the greatest
living interpreters of these complex masterpieces.
I hope that you enjoy tonight’s concert and can
join us again as the season continues. For our next
concert on 20 September Bernard Haitink conducts
Beethoven’s Piano Concerto No 4 with Murray
Perahia, followed by Mahler’s Fourth Symphony.

LORD MOSER KCB CBE FBA, 1922–2015
The LSO was deeply saddened to hear the news that
Claus Moser, member of the LSO Advisory Council
and former Chairman of the LSO Education Advisory
Council, passed away on 4 September. Lord
Moser was a valued friend of the LSO for many
decades, and his extraordinary leadership of the
LSO Education Advisory Council resulted in the firm
establishment of the Orchestra’s LSO Discovery
programme at our education centre, LSO St Luke’s.
He will be remembered with much affection by all at
the LSO as a great friend and loyal supporter.

BBC RADIO 3 LUNCHTIME CONCERTS
A new season of BBC Radio 3 Lunchtime Concerts at
LSO St Luke’s launches this autumn with two series
running side-by-side. Chopin, Liszt & Bartók will
explore the piano works of three of the instrument’s
greatest composers, while London Resounding
places the spotlight on Baroque music composed in
the capital at the time St Luke’s Church was founded.
lso.co.uk/lunchtimeconcerts

A WARM WELCOME TO TONIGHT’S GROUPS

Kathryn McDowell CBE DL
Managing Director

The LSO offers great benefits for groups of 10+.
At tonight’s concert, we are delighted to welcome:
Ian Fyfe & Friends and
Redbridge & District U3A
lso.co.uk/groups

London Symphony Orchestra
Season 2015/16

2015/16 Season Highlights
‘A virtuoso performance.
This is what makes Gergiev special.’
The Times on Valery Gergiev, LSO Principal Conductor

VALERY GERGIEV:
MAN OF THE THEATRE

SIDES TO
SIR SIMON RATTLE

SHAKESPEARE 400:
AN ICON OF LITERATURE

LSO ARTIST PORTRAIT:
LEIF OVE ANDSNES

Fri 9 Oct 2015
Stravinsky The Firebird

Sat 9 & Sun 10 Jan 2016
Debussy Pelléas et Mélisande
(semi-staged performance) *
with Peter Sellars director

Tue 16 Feb 2016
Mendelssohn
A Midsummer Night’s Dream
with Sir John Eliot Gardiner
conductor

Sun 8 May 2016
Mozart Piano Concerto No 20

Thu 25 Feb 2016
Strauss Macbeth
with Gianandrea Noseda
conductor

Fri 10 Jun 2016
Works by Sibelius, Beethoven,
Debussy and Chopin

Sun 11 Oct 2015
Stravinsky The Rite of Spring
Sun 18 Oct 2015
Bartók The Miraculous Mandarin

Wed 13 Jan 2016
Ravel, Dutilleux & Delage
with Leonidas Kavakos violin
Thu 14 Apr 2016
Bruckner Symphony No 8
Sun 17 Apr 2016
Haydn The Seasons
* Produced by LSO and Barbican. Part of the
LSO 2015/16 Season and Barbican Presents.

Sun 28 Feb 2016
Berlioz Romeo & Juliet – Suite
with Gianandrea Noseda
conductor

Thu 12 May 2016
Schumann Piano Concerto †

† Concert supported by Baker & McKenzie LLP

lso.co.uk
020 7638 8891
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Wolfgang Amadeus Mozart (1756–91)
Piano Concerto No 24 in C minor K491 (1785–6)
1

ALLEGRO

2

LARGHETTO

3

ALLEGRETTO
MURRAY PERAHIA PIANO

PROGRAMME NOTE WRITER
LINDSAY KEMP is a senior
producer for BBC Radio 3, including
programming lunchtime concerts at
Wigmore Hall and LSO St Luke’s,
Artistic Director of the London

Mozart’s music is so generally admired in our
day that it is easy to overlook the fact that there
are areas in which his genius shone with greater
brilliance than others, and in which his influence
touched his successors with more pressing force.
In the front rank of these is the piano concerto, a
genre which he found in a state barely developed
in formal and expressive terms from that of the
Baroque age and lifted to new heights of compositional
sophistication and emotional eloquence.

Festival of Baroque Music, and
a regular contributor to
Gramophone magazine.

DER SCHAUSPIELDIREKTOR is a
comic opera composed by Mozart
in 1786, during one of the busiest
creative periods of his life, which saw
him compose twelve major works
within a year. Der Schauspieldirektor
is a ‘parody on the vanity of singers’
and follows the story of Frank the
impresario and his assistant Buff, as
they audition two prima donna singers
for the lead role in a new production.

At the core of this achievement were the twelve
concertos he produced during the period from
February 1784 to December 1786. Mostly written
for himself to perform at the Viennese subscription
concerts which briefly provided him with some
of his greatest public successes, they not only
supplanted the symphony as the focus of his
orchestral activities at this time, but also formed
one of the most important contributions made
by any composer to a single genre.
The Piano Concerto in C minor K491 is the
penultimate in this marvellous group of works,
completed on 24 March 1786 and probably first
performed at a concert which Mozart gave in the
Burgtheater the following month. That spring was a
busy period for the composer: work had begun on
The Marriage of Figaro; another, shorter opera,
Der Schauspieldirektor (The Impresario), was
also on the stocks; and his six-year-old Idomeneo
was being revived, necessitating a plethora of
changes and rewrites. Yet, in the midst of this,

Mozart conjured up in K491 one of his greatest piano
concertos. Its emotional subtlety and range are
perhaps to be expected from the creator of Figaro,
but they also prove that in the concerto he was no
less the complete master of his chosen form.
K491 is one of only two concertos Mozart composed
in a minor key, the other being the D minor K466,
written just over a year earlier. Both works reveal a
vein of deep sadness not to be found in any other
contemporary concerto, but whereas K466 had
been a work of theatrical tragedy, in K491 the mood
is more complex, seemingly expressive of a more
intimate and unnameable sorrow. The scoring is
generous – oboes alongside clarinets for the only
time in a Mozart piano concerto, trumpets and drums
added to the mix, and even two separate viola parts
in places – yet these potentially opulent resources
are used with restraint to create a sound-world
whose richness is of a predominantly sombre kind.

‘A masterpiece of art,
full of inspired ideas.’
Brahms, on Mozart’s Piano Concerto No 24
FIRST MOVEMENT
The mood is set at the beginning, as strings and
bassoon give out a quiet, questioningly chromatic
theme. Unsure of itself, it turns inward before being
met with a forceful restatement, but it is the former
temper which prevails, and many of the themes
which follow in the course of this first movement –
cleverly ordered and allocated between soloist
and orchestra, as ever in Mozart – have a similar
melancholy contour, often expressed in a general
downward orientation. The end of the movement,
too, is troubled and uncertain, with piano shadowing
the orchestra in ghostly accompaniment.

lso.co.uk
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Wolfgang Amadeus Mozart
Composer Profile
SECOND MOVEMENT
The slow central movement lifts the clouds for a
while. The gentle, nursery rhyme-like main theme
is introduced by the piano and answered by the
orchestra, and further appearances of it are separated
by serenade-style passages for the winds, this time
with decorated responses from the piano and strings.
The coda brings piano, strings and winds together
in warm celebration of what has gone before.
THIRD MOVEMENT
The finale is a set of variations on a theme
which, while relatively straightforward in design,
nevertheless suggests a feeling of restlessness and
disquiet. The variations take us through virtuosic and
chromatic elaboration, a march, a couple of major
key twists (one in the form of another outbreak of
serenade music), and, to lead us to the finish, an
extended, tripping transformation. The end, however,
when it comes, is abrupt and impatient.

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?

Born in Salzburg on 27 January 1756, Mozart began
to pick out tunes on his father’s keyboard before his
fourth birthday. His first compositions were written
down in the early months of 1761; later that year,
the boy performed in public for the first time at the
University of Salzburg. Mozart’s ambitious father,
Leopold, court composer and Vice-Kapellmeister to
the Prince-Archbishop of Salzburg, recognised the
money-making potential of his precocious son and
pupil, embarking on a series of tours to the major
courts and capital cities of Europe.

COMPOSER PROFILE WRITER
ANDREW STEWART

In 1777 Wolfgang, now 21 and frustrated with life
as a musician-in-service at Salzburg, left home,
visiting the court at Mannheim on the way to Paris.
The Parisian public gave the former child prodigy
a lukewarm reception, and he struggled to make
money by teaching and composing new pieces
for wealthy patrons. A failed love affair and the
death of his mother prompted Mozart to return
to Salzburg, where he accepted the post of Court
and Cathedral Organist.
In 1780 he was commissioned to write an opera,
Idomeneo, for the Bavarian court in Munich, where
he was treated with great respect. However, the
servility demanded by his Salzburg employer finally
provoked Mozart to resign in 1781 and move
to Vienna in search of a more suitable position,
fame and fortune. In the last decade of his life, he
produced a series of masterpieces in all the principal
genres of music, including the operas The Marriage
of Figaro (1785), Don Giovanni (1787), Così fan tutte
and The Magic Flute, the Symphonies Nos 40 and
41 (‘Jupiter’), a series of sublime piano concertos,
a clarinet quintet and the Requiem, left incomplete
at his death on 5 December 1791.
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Anton Bruckner (1824–96)
Symphony No 7 in E major (1883, ed Nowak 1954)
1

ALLEGRO MODERATO

2

ADAGIO: SEHR FEIERLICH UND SEHR LANGSAM

3

SCHERZO: SEHR SCHNELL – TRIO: ETWAS LANGSAMER

4

FINALE: BEWEGT, DOCH NICHT ZU SCHNELL

PROGRAMME NOTE WRITER
ANDREW HUTH is a musician,
writer and translator who writes
extensively on French, Russian and
Eastern European music.

From the time of its first performance in 1884, when
Bruckner was 60, the Seventh Symphony has been
recognised and loved as the most approachable of
his mature symphonies. This is hardly surprising, for
its wealth of melody, glowing orchestral colours and
range of human experience make it a wonderful
introduction to Bruckner’s unique world.

‘They want me to write differently.
Certainly I could, but I must not.’
Bruckner

A LATE BLOOMER
Unlike many of history’s greatest
composers, whose extraordinary gifts
revealed themselves from a young

His full maturity had come some eight years earlier
with the vast Fifth Symphony (1876), which draws
much of its strength from a granite-like severity of
orchestral tone. The Sixth Symphony (1881), on the
other hand, makes greater concessions to lyricism
and colour, and even displays a certain quirky humour.

age, Bruckner was a relatively late
starter. Although he was noted as an
accomplished musician throughout
his life, it was not until he attended
a performance of Wagner’s opera
Tannhäuser at the age of 38 (older
than Mozart was when he died)
that he resolved to start composing
seriously. What followed was an
inspired flood of inspiration and the
creation of one of the most unique
and influential bodies of work of the
late-Romantic era.

In contrast to these immediate predecessors, the
Seventh achieves a very particular kind of balance.
There is a universality about the Seventh: not in
the sense that it is necessarily a symphony for all
tastes and all times, like Beethoven’s, but in the
sense of being an organic creation in which all
the basic elements of Bruckner’s by now highly
developed musical language – melody, rhythm,
harmony, tonality, tone-colour – are inseparably
blended together, and all contribute to the overall
effect without any one element predominating at
the expense of others.

FIRST MOVEMENT
The expressive power of Bruckner’s musical
architecture emerges from a constant state of
tension between departure and return, between
exploration and the rediscovery of something that
was there all the time. Nothing better illustrates
this in miniature than the opening of the Seventh
Symphony. It is often stated that long, self-contained
melodies are unsuitable for symphonic development,
and that what is needed are short loaded motifs
(as, for example, in Beethoven’s Third and Fifth
Symphonies). Bruckner, however, begins the Seventh
with one of his most expansive melodies, emerging
from the hushed opening violin tremolo in the
golden colours of cellos and horn, a pure E major
arpeggio, ‘nature music’ recalling that most
elemental of 19th-century musical images, the
prelude to Wagner’s opera Das Rheingold.
The theme continues on cellos and violas, tugging
away from the E major background. The following
phrases (still cellos and violas, but now coloured by
a clarinet) incorporate a quotation of the setting
of the word ‘judicare’ from the section ‘He shall
come again to judge the living and the dead’ from
Bruckner’s D minor Mass (1864). The harmonic
tension increases; the melody rises and falls,
phrased with vocal expressiveness. From its high
point the melody gently sinks back into its initial
E major for a sonorous counter-statement by the full
orchestra. This arching melody is a microcosm of
Bruckner’s musical language: expressive chromatic
harmony set against an unambiguous statement of
tonality, a completely original world of tone-colour,
and a flexibility of rhythm and phrasing which
sounds almost improvised, but is in fact controlled
by a master-architect.

lso.co.uk

THE WAGNER TUBA is a brass
instrument that was designed by
Wagner in order to bridge the gap
between the tonal quality of the
trombone and the horn. Since its
first appearance in Wagner’s Das
Rheingold the instrument has been

Programme Notes

The Symphony’s themes are striking and adaptable.
Their character and function can be transformed by
the simplest of means, and their continuations and
combinations show Bruckner’s supreme contrapuntal
skills. From whatever angle the themes are seen,
and in whatever shape they appear, they are always
instantly recognisable, but always subtly different.

infrequently used in the works of
composers including Strauss, Bartók,
Bruckner and Schoenberg. Today, the
instrument is most commonly heard
in Hollywood film scores where it is
exploited for its focused, lyrical tone.

THE CYMBAL CLASH
Different editors of the Seventh

SECOND MOVEMENT
If ever a theme was inseparable from its
instrumental colouring, it is the phrase which
opens the great Adagio. For the first time Bruckner
introduces into the symphony orchestra two pairs
of Wagner tubas – those instruments devised by
Wagner to bridge the gap in tone-quality between
the horns and trombones, and first heard intoning
the ‘Valhalla’ motive of Das Rheingold. This quartet
of rich, dark-toned instruments, supported by the
lower strings, stamps the opening of the movement
with an unmistakably elegiac character.

Symphony have disagreed over
the inclusion of a single cymbal
clash, supported by triangle, at the
climax of the Adagio. While some
reports suggested that Bruckner
incorporated this percussion on
hearing of Wagner’s death or at the
encouragement of Arthur Nikisch,
the first conductor, there are
conflicting suggestions that he later
omitted it from the score. Tonight’s
performance conducted by Bernard
Haitink follows the Nowak edition by
including the cymbal and triangle.

In broad outline, the Adagio has the form ABABA;
the B section quickens the tempo slightly, changes
from quadruple to triple time, and in character
assumes a more flowing, pastoral style of lyricism.
The third appearance of the ‘A’ section brings back
the awesome sound of the Wagner tubas with
lower strings, but this time with the addition of
eloquent rising figures in the violins. A vast, slow and
implacable sequential progression drives towards
a climax on a remote and unexpected chord of C
major (with G in the bass): a simple chord, but in this
context it has the force of an epiphany, a moment of
glory discovered as though for the first time.
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Richard Wagner had for many years been Bruckner’s
musical idol, and this Adagio was drafted at the time
when Wagner’s health was failing and his death, it
was felt, could not be far off. On 13 February 1883
he died in Venice.

‘The unreachable world-famous
noble master of poetry and music.’
Bruckner, on his admiration for Wagner
The news of Wagner’s death reached Bruckner as
he was about to compose the coda to this Adagio,
which stands as his memorial ‘to the memory of
the late, deeply beloved and immortal Master’.
THIRD MOVEMENT
Bruckner’s Scherzo movements display a far
greater variety of form, texture and character
than he is often given credit for, but they all have
this in common: a sense of driving, cumulative
power, an almost pagan delight in physical energy.
The Scherzo of the Seventh Symphony is among the
most concentrated of them. It is a kaleidoscope of
dancing movement dominated by a clarion trumpet
call and its two pendants: the tense repeated string
figure which precedes it, and the more relaxed falling
figure which follows it. The Wagner tubas are silent in
this movement, yielding to the more incisive horns,
trumpets and trombones. The slower Trio section, a
moment of stillness and peace with gently flowing
melody on woodwind and strings, is the first (and
only) passage in the Symphony where Bruckner
allows some respite from the constant movement
towards or away from climactic points: it exists in
its own world, an island of peace in the middle of
the Scherzo’s turbulence.
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Anton Bruckner
Symphony No 7 in E major (continued)

BRUCKNER on LSO LIVE
Discover Bruckner’s Symphonies
Nos 4, 6 and 9 on LSO Live, including
Bernard Haitink’s recently released
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

FINALE
The principal theme of the Finale, characterised
by a sharply dotted rhythm, is closely related to
that of the first movement (a relationship that is
made overt in the coda). This theme, in its various
transformations, carries much of the movement’s
weight, and in some of the more heavily scored
passages behaves with a rough forcefulness not
previously heard in the symphony. A second theme
takes the form of a smoothly modulating chorale,
scored for violins and violas over pizzicato cellos
and basses.
This finale does not attempt a grand synthesis of
all the work’s elements, such as we find in the Fifth
and Eighth Symphonies, and for all its energy has
a generally more relaxed character than the earlier
movements. It is as though Bruckner feels that in
expressive terms nothing need be added to the
splendour of the first movement, the deep grief of
the Adagio or the forcefulness of the Scherzo. What
we have instead is a completion of the picture, a
rounding-off by which the Symphony comes to rest
with homecoming of glorious and wise simplicity.

SEASON 2015/16
BRUCKNER SYMPHONIES

DANIEL HARDING

Sun 6 Dec 2015 7pm, Barbican
SYMPHONY NO 4
Chopin Piano Concerto No 1
Daniel Harding conductor
Maria João Pires piano
Wed 16 Dec 2015 7.30pm, Barbican
SYMPHONY NO 9 (four movement version)
Beethoven Piano Concerto No 3
Daniel Harding conductor
Maria João Pires piano
Thu 14 Apr 2016 7.30pm, Barbican
SYMPHONY NO 8
Messiaen Couleurs de la cité céleste
Sir Simon Rattle conductor
Pierre-Laurent Aimard piano

020 7638 8891
lso.co.uk

lso.co.uk
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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.
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.
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
(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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Bernard Haitink
Conductor

15 September 2015

‘[Haitink] delivered with exceptional intensity
and blazing integrity.’
Bernard Haitink’s conducting career began 61 years
ago with the Radio Philharmonic Orchestra in his
native Holland. He went on to be Chief Conductor
of the Concertgebouw Orchestra for 27 years, as
well as Music Director of Glyndebourne Festival
Opera, The Royal Opera, Covent Garden, and
Principal Conductor of the London Philharmonic, the
Staatskapelle Dresden and the Chicago Symphony
Orchestra. He is Patron of the Radio Philharmonic
and Conductor Emeritus of the Boston Symphony,
as well as an honorary member of both the Berlin
Philharmonic and the Chamber Orchestra of Europe.

Conductor Emeritus
Boston Symphony Orchestra
Patron
Netherlands Radio
Philharmonic Orchestra

During the 2015 summer festival season Bernard
Haitink performed at the Salzburg Festival with the
Vienna Philharmonic, opened the Lucerne Festival
with the Lucerne Festival Orchestra, and gave
further performances at the Lucerne Festival and
the BBC Proms with the Chamber Orchestra of
Europe. The 2015/16 season begins with the London
Symphony Orchestra, with whom he performs
three programmes at the Barbican, followed by a
tour to Japan. During autumn 2015 he conducts
the Chamber Orchestra of Europe performing
the Schumann symphonies and concertos in
Amsterdam, Lugano and Vienna. Amongst the
orchestras he revisits this season are the Berlin
Philharmonic, the Bavarian Radio Symphony, the
New York Philharmonic and the Chicago and Boston
Symphony Orchestras. He also makes his debut
with the orchestra and chorus of La Scala, Milan.
He is committed to the development of young
musical talent, and gives an annual Conducting
Masterclass at the Lucerne Easter Festival. This
season, in addition, he gives conducting classes
to students of the Hochschule der Künste, Zurich,
and the Juilliard School.

The Evening Standard

Bernard Haitink has an extensive discography for
Phillips, Decca and EMI, as well as the many new
live recording labels established by orchestras in
recent years, such as the LSO, Chicago Symphony
and Bayerischer Rundfunk. He has received many
awards and honours in recognition of his services
to music, including several honorary doctorates, an
honorary Knighthood and Companion of Honour in
the United Kingdom, and the House Order of OrangeNassau in the Netherlands.

lso.co.uk

Murray Perahia
Piano

Artist Biographies

‘Perahia’s virtuosity generates a heightened
sense of drama in whatever he plays.’
In a career spanning 40 years, Murray Perahia has
become one of the most sought after and cherished
pianists of our time. Recognised worldwide as a
musician of rare musical sensitivity, he performs in all
of the major international music centres and with the
world’s leading orchestras. He is the Principal Guest
Conductor of the Academy of St Martin in the Fields,
and regularly tours with them as both conductor
and pianist, with performances throughout the US,
Europe, Japan and South East Asia.

Principal Guest Conductor
Academy of St Martin in the Fields

The 2015/16 season includes European and US
recital tours and performances of Beethoven’s Piano
Concertos with the Academy of St Martin in the Fields,
where Perahia will both play and direct. Highlights of
previous seasons have included a residency at the
Berlin Philharmonie, his much anticipated debut visit
to Australia (Melbourne Recital Centre and Sydney
Opera House) and concerto engagements with the
Boston Symphony Orchestra, Vienna Philharmonic
and the Chamber Orchestra of Europe.
Born in New York, Murray Perahia started playing
piano at the age of four, and later attended
Mannes College where he studied conducting
and composition. His summers were spent at the
Marlboro Festival, collaborating with such musicians
as Rudolf Serkin, Pablo Casals and the members of
the Budapest String Quartet. He also studied during
this period with Mieczyslaw Horszowski.
In 1972 Murray Perahia won the Leeds International
Piano Competition, which led to solo recital
engagements throughout Europe. In 1973 he gave
his first concert at the Aldeburgh Festival, where
he worked closely with Benjamin Britten and Peter
Pears, accompanying the latter in many Lieder
recitals. He was co-artistic director of the Festival
from 1981 to 1989.
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The Los Angeles Times

Murray Perahia has recorded an extensive
discography. He is the recipient of two Grammys –
for his recording of Chopin’s complete Études Op 10
and Op 25, and for Bach’s English Suites Nos 1, 3 and
6 – in addition to numerous Grammy nominations.
He has also won several Gramophone Awards and
was the inaugural recipient of the Piano Award in
2012. In celebration of one of today’s most respected
pianists, Sony issued a special box set edition of all
of Perahia’s CD recordings from the past 40 years,
along with several DVD performances.
Recently Perahia embarked on an ambitious project
to edit the complete Beethoven Sonatas for the
Henle Urtext Edition. He also produced and edited
numerous hours of recordings of recently discovered
masterclasses by the legendary pianist Alfred Cortot,
which resulted in the highly acclaimed Sony release
Alfred Cortot: The Master Classes.
Perahia is an honorary fellow of the Royal College
of Music and the Royal Academy of Music, and he
holds honorary doctorates from Oxford University,
Royal College of Music, Leeds University, Duke
University and an honorary Doctor of Philosophy
from the Weizmann Institute of Science. He was
the recipient of the 2014 Kohn Foundation Bach
Prize from the Royal Academy of Music. In 2004
he was awarded an honorary KBE in recognition
of his outstanding service to music.
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London Symphony Orchestra
On stage
FIRST VIOLINS
Roman Simovic Leader
Lennox Mackenzie
Clare Duckworth
Nigel Broadbent
Ginette Decuyper
Gerald Gregory
Jörg Hammann
Maxine Kwok-Adams
Claire Parfitt
Laurent Quenelle
Colin Renwick
Sylvain Vasseur
Rhys Watkins
David Worswick
Shlomy Dobrinsky
Erzsebet Racz
SECOND VIOLINS
Thomas Norris
Sarah Quinn
Miya Väisänen
Richard Blayden
Matthew Gardner
Julian Gil Rodriguez
Naoko Keatley
Belinda McFarlane
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Philip Weitzen Wonderful Rite and brilliant Bartók!!
Thank you so much and hope you can get back to
Scotland at some point in the future!
on the LSO with Valery Gergiev at the Edinburgh International
Festival (30 Aug 2015)
Alex Johnston @ValeryGergiev and @londonsymphony
Thanks for a roof-shaking Rite of Spring at @edintfest tonight!
Fabulous way to end a festival.
on the LSO with Valery Gergiev at the Edinburgh International
Festival (30 Aug 2015)
Simon Lloyd @londonsymphony @edintfest life affirming
concert tonight. The Festival highlight for me! Thank you
on the LSO with Valery Gergiev at the Edinburgh International
Festival (30 Aug 2015)
John E de Wald Still reeling from the ambitious
@londonsymphony cycle of #Prokofiev piano concerti
last night at #bbcproms. Such stunning works.
on the LSO with Valery Gergiev at the BBC Proms
(28 Jul 2015)
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Established in 1992, the LSO String Experience
Scheme enables young string players at the
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and concerts with the LSO. The scheme
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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.
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