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Welcome
symphonic music of Sibelius and Mahler, and
the rich harmonic world of early Schoenberg.
Composed in 1985, Harmonielehre has
become a classic in the repertoire.

elcome to tonight’s LSO concert at
the Barbican. In this performance,
LSO Music Director Sir Simon Rattle
draws together Stravinsky’s Symphonies of
Wind Instruments with the Orchestra’s first
performance of Sir Harrison Birtwistle’s
The Shadow of Night, composed in 2001,
and John Adams’ Harmonielehre in the
second half.
In keeping with the 2018/19 season’s theme
of ‘roots and origins’, The Shadow of Night
is a piece for which Harrison Birtwistle found
inspiration in the music of John Dowland, a
Renaissance composer whose works have
been influential to British composers writing
in the 20th century and beyond.
Completing the concert, John Adams’
Harmonielehre pays homage to the history
of the symphony, looking back to the great
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Welcome

Earlier tonight, students from the Guildhall
School performed chamber music by
Stravinsky in a short recital as part of the
LSO Platforms series. These concerts are
free to attend before selected LSO season
concerts and provide a platform for the
musicians of the future.
I hope that you enjoy the concert and that
you will join us again soon. This month
Sir Simon Rattle conducts two more
concerts at the Barbican before the LSO
charts new territory on its first tour to Latin
America in the Orchestra’s 115-year history.

Latest News

On Our Blog

THE LSO IN LATIN AMERICA

JOHN ADAMS’ HARMONIELEHRE

This May, the LSO tours to Latin America
for the first time in the Orchestra’s history.
With concerts in Bogotá, Medellín, Lima,
Buenos Aires, Montevideo and Santiago,
Sir Simon Rattle conducts performances
of Mahler’s Fifth Symphony and Berlioz’s
Symphonie fantastique. Later in 2019, the
Orchestra tours to Ireland, California, Central
Europe and Asia. Follow us on social media
for behind-the-scenes updates.

In the age of synth pop, Live Aid and
Madonna’s Material Girl, how was a composer
to write large-scale orchestral music for the
concert hall? Composed in 1985, John Adams’
Harmonielehre is one of the most significant
examples of a composer grappling with the
idea of a symphony in the 20th century.

facebook.com/londonsymphonyorchestra
instagram.com/londonsymphonyorchestra
twitter.com/londonsymphony

ARTIST PORTRAIT: DANIIL TRIFONOV
Piano superstar Daniil tells us about his
life away from the concert stage, and the
experiences that made him love music: from
rock and jazz to the films of Andrei Tarkovsky
and Scriabin’s ‘The Poem of Ecstasy’.
Read these articles and more at
lso.co.uk/blog

Kathryn McDowell CBE DL
Managing Director

Please ensure all phones are switched off.
Photography and audio/video recording
are not permitted during the performance.
1 May 2019

Tonight’s Concert In Brief

Sir Simon Rattle with the LSO

onight’s concert opens with
Stravinsky’s Symphonies of Wind
Instruments, composed in 1920 in
memory of Claude Debussy. Its name uses
‘symphony’ in the sense of ‘sounds together’;
the piece unfolds in short, contrasting
sections played by different combinations
of instruments and is scored for expanded
orchestral woodwind and brass, making use
of the rare alto flute and alto clarinet.

Thursday 20 June
Barbican

The Shadow of Night is, in Harrison
Birtwistle’s own words, ‘a slow and reflective
nocturne, exploring the world of melancholy
as understood and celebrated by Elizabethan
poets and composers’. The music sounds
characteristically modern on its surface,
and the inspiration of John Dowland’s ‘In
darkness let me dwell’ can be heard in the
piece’s basic musical materials: the first
three notes of Dowland’s song are quoted in
the early piccolo’s solo, and are woven into
the fabric of the piece.
Closing the concert, John Adams’
Harmonielehre is one of the most significant
examples of a composer grappling with the
idea of a symphony. In this work Adams
succeeded in re-engaging with a genre he
admired without compromising his own
compositional style and identity. The piece
recreates the affective worlds of the late-

Romantic symphony, variously representing
moods of yearning, isolation and ecstasy
with the compositional processes of
minimalism – slowly transforming ostinatos,
hypnotic rhythms and obliquely shifting
tonality – invoking with melodic contours and
orchestral climaxes of Mahler, the sparsity of
Sibelius’ Fourth Symphony and the complex
harmonies of Schoenberg’s Gurrelieder.

PROGRAMME CONTRIBUTORS
Anthony Burton is a former producer and
presenter for BBC Radio 3, now a freelance
writer and editor. He has written programme
notes on thousands of works of all periods.
Paul Griffiths has been a critic for nearly
40 years, including for The Times and The
New Yorker, and is an authority on 20th and
21st-century music. Among his books are
studies of Boulez, Ligeti and Stravinsky.
He also writes novels and librettos.

7.30–9.45pm

Saturday 14 September
Barbican

7.30–9.30pm

LSO + GUILDHALL SCHOOL: BRUCKNER

SEASON OPENING

Vaughan Williams Fantasia on a Theme by
Thomas Tallis
Grainger Lincolnshire Posy for Winds
Bruckner Symphony No 4

Emily Howard Antisphere (world premiere)*
Colin Matthews Violin Concerto
Walton Symphony No 1
Sir Simon Rattle conductor
Leila Josefowicz violin

Sir Simon Rattle conductor
London Symphony Orchestra
Guildhall School Musicians

*Commissioned for Sir Simon Rattle and the LSO
by the Barbican

Generously supported by Baker McKenzie

Thursday 27 June
Saturday 29 June
Barbican

7.30–9.25pm
7.30–9.25pm

Sunday 15 September
Barbican

7–9pm

MESSIAEN

THE CUNNING LITTLE VIXEN

Messiaen Éclairs sur l’Au-delà

Janáček The Cunning Little Vixen (semi-staged)

Sir Simon Rattle conductor

Sir Simon Rattle conductor
Peter Sellars director
Lucy Crowe Vixen
Gerald Finley Forester
Sophia Burgos Fox, Chocholka
Peter Hoare Schoolmaster, Cock, Mosquito
Jan Martiník Badger, Parson

Supported by the Art Mentor Foundation Lucerne

Produced by LSO and Barbican

Tonight’s Concert
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Igor Stravinsky Symphonies of Wind Instruments
travinsky described his Symphonies
of Wind Instruments as ‘an austere
ritual which is unfolded in terms of
short litanies between different groups of
homogeneous instruments’. The startingpoint for its composition was the death
of his friend Claude Debussy in 1918. The
closing chorale, arranged for piano, was
published in December 1920, in a special
edition of the magazine La Revue Musicale •
called Tombeau de Claude Debussy. But
by the time this appeared, Stravinsky
had already completed the parent work,
dedicated ‘to the memory of Claude Achille
Debussy.’ It was first performed in London
the following June under Serge Koussevitzky.
The work is scored for enlarged orchestral
woodwind and brass sections. In its original
form, the woodwind included alto flute and
the rare alto clarinet. Stravinsky chose not
to publish the score of this version during
his lifetime. But in 1945, he made a radically
revised version, among other things removing
the alto flute and alto clarinet, and giving a
much sharper edge to many of its attacks.
This revision, published in 1947, became the
standard version. But the original version
remained available in sets of proof parts, and
was preferred by several leading conductors;
it eventually appeared in print in 2001.

4
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Original 1920 version

/

—
‘Stravinsky, the chameleon-musician, the man of a thousand-and-one styles,
has bequeathed us a totally unified treasury of rhythm.’
Aaron Copland

—
The title of ‘symphonies’ does not refer
to traditional symphonic procedures, but
is used in its older sense of ‘sounding
together’. The work is constructed in a series
of short, intercut segments in different
tempi and colours – a highly original
procedure in 1920, which may have owed
something to the then new art of film
editing or ‘montage’, and which has had a
profound influence on many later composers
(including Harrison Birtwistle).
There are three related tempi: Tempo II, half
as fast as Tempo I; Tempo III, twice as fast.
Tempo I has two different aspects: with a
changing quaver beat, it is associated with
an incisive bell-like figure dominated by high
clarinets; with a more regular crotchet pulse,
it is associated with slow-moving chord
progressions for the full ensemble. Tempo II
brings a series of winding, Russian-sounding
melodies (reminiscent of Stravinsky’s 1913 The
Rite of Spring) for small groups of woodwind,
punctuated by more energetic outbursts.

Tempo III does not appear until about
halfway through the piece, and is used
chiefly in two episodes in rapidly changing
metres – the first reminiscent of the
orgiastic dances of The Rite, the second
lighter on its feet.
Meanwhile the slow-crotchet version of
Tempo I disappears from the mix, except
in two short interjections of brass chords;
but these prove to be anticipations of the
memorial chorale, which emerges at full
length to bring the work to a solemn end. •

note by Anthony Burton
LA REVUE MUSICALE
• Henry Prunières founded music magazine
La Revue Musicale in 1920. The magazine
published new compositions, mostly by
French composers, in eleven annual issues,
and was famous for the quality of its editing,
typesetting and illustration.
The magazine also included articles about
music and dance, and additionally published
81 music supplements. Much of the music
featured was composed specially for the
magazine, including works which have since
been missed out of catalogues of composers’
complete works. Production ended in 1939
with the events of World War II.
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Igor Stravinsky in Profile

hird in a family of four sons,
Stravinsky had a comfortable
upbringing in St Petersburg,
where his father was Principal Bass at
the Mariinsky Theatre. In 1902 he started
lessons with Rimsky-Korsakov, but he was
a slow developer and hardly a safe bet when
Diaghilev commissioned The Firebird. The
success of that work encouraged him to
remain in western Europe, writing scores
almost annually for Diaghilev. The October
Revolution of 1917 sealed him off from his
homeland; his response was to create a rural
Russia of the mind, in such works as the
peasant-wedding ballet Les Noces (1914–23).

1882–1971

Before that was completed, a ballet based
on 18th-century music, Pulcinella (1919–20),
opened the door to a whole neo-Classical
period, which was to last three decades
and more. He also began spending much
of his time in Paris and on tour with his
mistress Vera Sudeikina, while his wife,
mother and children lived elsewhere in
France. Up to the end of the 1920s, his
big works were nearly all for the theatre
(including the nine he wrote for Diaghilev).
By contrast, large-scale abstract works
began to dominate his output after 1930,
including three symphonies, of which the
first, Symphony of Psalms (1930), marks
also his reawakened religious observance.
In 1939, soon after the deaths of his wife
and mother, he sailed to New York with
Vera, whom he married, and with whom he
settled in Los Angeles. Following his opera
The Rake’s Progress (1947–51) he began to
interest himself in Schoenberg and Webern,
and within three years had worked out a
new serial style. Sacred works became more
and more important, to end with Requiem
Canticles (1965–66), which was performed
at his funeral, in Venice. •
Composer Profile by Paul Griffiths

BARTÓK & STRAVINSKY
PRINCIPAL GUEST CONDUCTOR
FRANÇOIS-XAVIER ROTH
CONDUCTS THE LSO AT THE BARBICAN
Bartók The Miraculous Mandarin
19 December 2019
HALF SIX FIX
Bartók The Wooden Prince
18 March 2020
Bartók The Wooden Prince
& Stravinsky Violin Concerto
19 March 2020
Dukas Symphony in C
22 March 2020
Stravinsky’s The Firebird
11 June 2020
Panufnik Composers Workshop
26 March 2020, LSO St Luke’s

Explore the 2019/20 season
lso.co.uk/201920season
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Harrison Birtwistle The Shadow of Night
n a note to his score, Birtwistle
observes that this half-hour work,
which he wrote in 2001 for the
Cleveland Orchestra, forms an obverse to a
piece he had composed a decade and a half
before: Earth Dances. Where the latter is
‘rhythmically energetic, its structures quite
cubist, The Shadow of Night is … a slow and
reflective nocturne, exploring the world of
melancholy as understood and celebrated
by Elizabethan poets and composers.’
The title is taken from that of a long poem
by George Chapman (best remembered
for his translations of Homer) formed of
two hymns, to Night and to the Moon – to
darkness, then, and to a glowing light within
that darkness. Though Chapman does not
use the word, his subject, Birtwistle notes,
is melancholy – not emotional despondency
but a condition of inspired contemplation
such as night, in removing distractions and
encouraging solitariness, will foster. The
Shadow of Night, in its deep, dark sonorities,
its uncertain steps and its sudden bursts
of brilliance, proposes itself both as the
product of such contemplation and as its
image, as melancholy’s fruit and likeness.
Two other sources were important. Birtwistle
had pondered Dürer’s engraving Melencolia I
in an earlier work to which he gave the same
6
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2001

title; here he revisits this enigmatic image
of a winged, dark-faced female figure seated
amid a clutter of objects relating to time,
balance, geometry and so on, the clutter –
hammer, polyhedron, ladder – surely as
suggestive to the composer as the objects
themselves. Dowland’s • song ‘In darkness
let me dwell’ was a new acquisition,
and provided not only further poetry of
melancholy but also a musical motif: the rise
up a semitone and fall back down again to
which Dowland sets the first two words.
As in the Dowland song, the motif in
Birtwistle’s score is preceded by an
introduction, here of chords and ostinatos
pulsing at different slow speeds; then it
arrives, on a piccolo alone. This, however,
is only its simplest kind of presence. The
up–down figure can also be an off–on:
‘Lines split and later reunite,’ to quote
the composer again, ‘the notes of a chord
move away and back again, and longer
melodic lines are interrupted and resumed
like the moon shining through a series of
slowly passing clouds.’ This image of nightbrooding melancholy is, then, also an image
of night itself, where things are plunged in
darkness, obscured, caught now and then
by light gleaming or shattering – the light,
especially, of tuned percussion.

/

note by Paul Griffiths

The characteristic motion of Birtwistle’s
music, and of this work in particular, is
of heaving, on several layers that will
sometimes be meshed, sometimes widely
disparate in speed, register, colour and
character (whether repeating, as at the
opening, or moving ever onward). Layers
may come from nowhere or be seemingly
omnipresent, but there are also glorious
initiations, like those created by upwardflurrying flutes and clarinets early on, and
downward dissolves. There are, too, colossal
crises, at which the music arrives by virtue of
its gearing and its ungearing, its mismatches,
as much as its steady increases in tension.
An early dissolve opens space for a bassoon
solo, joined by the piccolo with the Dowland
motif and so introducing a restart, with
pattering repeated notes winding up
tension. When there comes a collapse again,
the piccolo has a solo that scans a moonlight
of metal resonances. From this point, about
a quarter of the way in, the piece moves
into its whole central sequence: 15 minutes
of lumbering, lament and loss, to arrive, by
way of an inexorable build-up, at a crashing
climax. This is followed by a smaller pile-up
and disintegration. Left standing among
the wreckage is the cor anglais, whose solo
initiates another accumulation, towards a
deflation perhaps more frightening and cruel

than anything before. In the final moments
there enters an instrument we have not
heard before: the high E-flat clarinet,
shrieking like a night bird. •

•

JOHN DOWLAND

1563–1626

John Dowland was a English composer and
lutenist. He worked around Europe, writing
and performing songs for the royal courts in
France and Denmark. In 1597 he had a book
of his songs published, which established him
as one of the foremost English composers.
Although his lifetime coincided with Queen
Elizabeth I’s sovereignty, he didn’t find
employment at the English court until 1612,
when he worked for James I until his death.
Dowland is best known for his melancholic
style, heard in songs such as ‘Come heavy
sleep’, ‘Flow my tears’, ‘Come again sweet
love’ and ‘In darkness let me dwell’.

Interval – 20 minutes
There are bars on all levels.
Visit the Barbican Shop to see our
range of Gifts and Accessories.
1 May 2019

Harrison Birtwistle in Profile

hrough the decades of postmodernism since 1970, Birtwistle’s
music has remained resolutely
modern in its dissonance, its formal
complexity and freedom, its continuing
innovation and its positively mechanistic
use of pulse and repetition. At the same
time, it evokes a prehistory of monuments
and ritual acts.
Born in Accrington in 1934, Birtwistle was
a slow starter. Though he had played the
clarinet and composed from boyhood, and
though he found lively colleagues (notably
Peter Maxwell Davies and Alexander Goehr)
at the Royal Manchester College of Music,
he was into his thirties before he produced

b 1934

his first works of characteristic trenchancy,
including Tragoedia (1965) for opposing wind
and string chamber groups on the fulcrum
of a harp. The heat went underground,
subsumed in relative quiet and generative
slowness, as he worked towards his opera
The Mask of Orpheus (1973–86). While that
was in progress he also wrote two big
symphonic pieces (The Triumph of Time
and Earth Dances) and much else, living
partly in the Hebrides, partly in France.
In 1996, the year he completed a formidable
cycle of Celan songs (Pulse Shadows),
he moved to rural Wiltshire. Subsequent
works, characteristically combining intensity
with melancholy, have included encounters
with classical genres.
Birtwistle’s music continues to attract
the attention of such conductors as
Daniel Barenboim, Christoph von Dohnányi,
Peter Eötvös, Franz Welser-Möst, Paul
Daniel and Martyn Brabbins. He has received
commissions from festivals and venues
around the world and his music continutes
to feature regularly in major concert series
including the BBC Proms.
Composer Profile by Paul Griffiths

PLAY THE MILE

100 days of culture, play and creativity across the Square Mile this summer
Play the Mile takes place across
Culture Mile between 18 May and
25 August and explores the value
of play and creativity in everyday
life. From major outdoor festivals
to family friendly programming and
exciting new commissions, this
season will transform the area of
the City between Farringdon and
Moorgate with inspirational free
events and experiences.

It begins with the free music festival
Sound Unbound on 18 and 19 May,
as music bursts out from the concert
hall and across the City. Experience
the London Symphony Chorus
singing Carmina Burana in the
Barbican Hall, the strains of Steve
Reich on the Barbican Lakeside, an
immersive musical experience from
Jerwood Composer+ Amir Konjani
at LSO St Luke’s, and more.
Find out more at
culturemile.london
barbican.org.uk/soundunbound

Composer Profile
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John Adams Harmonielehre
1
2
3

First Movement
The Anfortas Wound
Meister Eckhardt and Quackie

armonielehre is roughly translated
as ‘the book of harmony’ or
‘treatise on harmony.’ It is the
title of a huge study of tonal harmony, part
textbook, part philosophical rumination,
that Arnold Schoenberg published in 1911
just as he was embarking on a voyage into
unknown waters, one in which he would
more or less permanently renounce the
laws of tonality. My own relationship to
Schoenberg needs some explanation. Leon
Kirchner, with whom I studied at Harvard,
had himself been a student of Schoenberg
in Los Angeles during the 1940s. Kirchner
had no interest in the serial system that
Schoenberg had invented, but he shared a
sense of high seriousness and an intensely
critical view of the legacy of the past.
Through Kirchner I became highly sensitised
to what Schoenberg and his art represented.
He was a ‘master’ in the same sense that
Bach, Beethoven and Brahms were masters.
That notion in itself appealed to me then
and continues to do so. But Schoenberg
also represented to me something twisted
and contorted. He was the first composer
to assume the role of high-priest, a creative
8
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note by John Adams

mind whose entire life ran unfailingly
against the grain of society, almost as if
he had chosen the role of irritant.
Despite my respect for and even intimidation
by the persona of Schoenberg, I felt it only
honest to acknowledge that I profoundly
disliked the sound of twelve-tone music.
His aesthetic was to me an overripening of
19th-century individualism, one in which the
composer was a god of sorts, to which the
listener would come as if to a sacramental
altar. It was with Schoenberg that the ‘agony
of modern music’ had been born, and it was
no secret that the audience for classical music
during the 20th century was rapidly shrinking,
in no small part because of the aural ugliness
of so much new work being written.

and European musical festivals is still
potent. Rejecting Schoenberg was like
siding with the Philistines, and freeing
myself from the model he represented
was an act of enormous willpower.
Not surprisingly, my rejection took the
form of parody … not a single parody, but
several extremely different ones. In my
Chamber Symphony, the busy, hyperactive
style of Schoenberg’s own early work is
placed in a salad spinner with Hollywood
cartoon music. In The Death of Klinghoffer,
the priggish, disdainful Austrian Woman
describes how she spent the entire hijacking
hiding under her bed by singing in a
Sprechstimme to the accompaniment of
a Pierrot-like ensemble in the pit.

—
‘Rejecting Schoenberg was like siding with the Philistines, and freeing myself
from the model he represented was an act of enormous will power.’
—
It is difficult to understand why the
Schoenbergian model became so profoundly
influential for classical composers.
Composers like Pierre Boulez and György
Ligeti have borne both the ethic and
the aesthetic into our own time, and its
immanence in present day university life

My own Harmonielehre is parody of a
different sort, in that it bears a ‘subsidiary
relation’ to a model (in this case a number of
signal works from the turn of the century like
Gurrelieder and Sibelius’ Fourth Symphony),
but it does so without the intent to ridicule.
It is a large, three-movement work for

orchestra that marries the developmental
techniques of Minimalism with the harmonic
and expressive world of fin-de-siècle late
Romanticism. It was a conceit that could
only be attempted once. The shades of
Mahler, Sibelius, Debussy and the young
Schoenberg are everywhere in this strange
piece. This is a work that looks at the past
in what I suspect is ‘postmodernist’ spirit,
but, unlike Grand Pianola Music or Nixon in
China, it does so entirely without irony.
The first part is a 17-minute inverted arch
form: high energy at the beginning and end,
with a long, roaming Sehnsucht section in
between. The pounding E minor chords at
the beginning and end of the movement are
the musical counterparts of a dream image I
had shortly before starting the piece. In the
dream I’d watched a gigantic supertanker
take off from the surface of San Francisco
Bay and thrust itself into the sky like a
Saturn rocket.
At the time (1984–85) I was still deeply
involved in the study of CG Jung’s writings,
particularly his examination of Medieval
mythology. I was deeply affected by Jung’s
discussion of the character of Anfortas, the
king whose wounds could never be healed.
As a critical archetype, Anfortas symbolised
a condition of sickness of the soul that
1 May 2019

John Adams in Profile
curses it with a feeling of impotence and
depression. In this slow, moody movement
entitled ‘The Anfortas Wound’, a long,
elegiac trumpet solo floats over a delicately
shifting screen of minor triads that pass
like spectral shapes from one family of
instruments to the other. Two enormous
climaxes rise up out of the otherwise
melancholy landscape, the second one
being an obvious homage to Mahler’s last,
unfinished symphony.
The final part, ‘Meister Eckhardt and Quackie’,
begins with a simple berceuse (cradlesong)
that is as airy, serene and blissful as ‘The
Anfortas Wound’ is earthbound, shadowy
and bleak. The Zappa-esque title refers
to a dream I’d had shortly after the birth
of our daughter, Emily, who was briefly
dubbed ‘Quackie’ during her infancy. In the
dream, she rides perched on the shoulder
of the Medieval mystic Meister Eckhardt, as
they hover among the heavenly bodies like
figures painted on the high ceilings of old
cathedrals. The tender berceuse gradually
picks up speed and mass and culminates in
a tidal wave of brass and percussion over a
pedal point on E-flat major. •

b 1947
omposer, conductor, and creative
thinker — John Adams occupies
a unique position in the world
of American music. His works stand out
among contemporary classical compositions
for their depth of expression, brilliance of
sound, and the profoundly humanist nature
of their themes.
Among Adams’ works are several of the
most performed contemporary classical
pieces today: Harmonielehre, Shaker Loops,
Chamber Symphony, Doctor Atomic
Symphony, Short Ride in a Fast Machine,
and his Violin Concerto. His stage works,
in collaboration with director Peter Sellars,
include Nixon in China, El Niño, The Death
of Klinghoffer, Doctor Atomic, A Flowering
Tree, and the Passion oratorio The Gospel
According to the Other Mary.

Adams has additionally received honorary
doctorates from Harvard, Yale, Northwestern
University, Cambridge University and the
Juilliard School. Since 2009 he has held
the position of Creative Chair with the
Los Angeles Philharmonic. A provocative
writer, he is author of the highly acclaimed
autobiography Hallelujah Junction and is a
contributor to the New York Times
Book Review.
As a conductor Adams has appeared with the
Berlin Philharmonic, Royal Concertgebouw
Orchestra, LSO, Wiener Symphoniker, Los
Angeles Philharmonic, and the orchestras of
Seattle, Cincinnati, Atlanta and Toronto. •
Reprinted by kind permission of
Boosey & Hawkes

Adams’ most recent opera, Girls of the
Golden West, set during the 1850s California
Gold Rush, was premiered by the San
Francisco Opera in 2017. His new piano
concerto Must the Devil Have All the Good
Tunes? was premiered in March 2019 by
Yuja Wang.
Winner of the 1993 Grawemeyer Award for
his Violin Concerto and the 2003 Pulitzer
Prize for On the Transmigration of Souls,
Composer Profile
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Sir Simon Rattle conductor
ir Simon Rattle was born in Liverpool
and studied at the Royal Academy
of Music in London. 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. He moved to Berlin in 2002 and held
the positions of Artistic Director and Chief
Conductor of the Berlin Philharmonic until
he stepped down in 2018. Sir Simon became
Music Director of the London Symphony
Orchestra in September 2017.
Sir Simon 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 (which received the 2009 Grammy
Award for Best Choral Performance); Berlioz’s
Symphonie fantastique; Ravel’s L’enfant et
les sortilèges; Tchaikovsky’s The Nutcracker –
Suite; Mahler’s Symphony No 2; and
Stravinsky’s The Rite of Spring. From
2014 Sir Simon recorded the Beethoven,
Schumann and Sibelius symphony cycles
on the Berlin Philharmonic’s in-house label,
Berliner Philharmoniker. His most recent
recordings include Debussy’s Pelléas et
Mélisande, Turnage’s Remembering, and
Ravel, Dutilleux and Delage on Blu-Ray and
DVD with the LSO on LSO Live.
10
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Music education is of supreme importance
to Sir Simon. His partnership with the Berlin
Philharmonic broke new ground with the
education programme Zukunft@Bphil,
earning him the Comenius Prize, the Schiller
Special Prize from the city of Mannheim,
the Golden Camera and the Urania Medal.
He and the Berlin Philharmonic were
appointed International UNICEF
Ambassadors in 2004 – the first time this
honour has been conferred on an artistic
ensemble. Sir Simon has also been awarded
several prestigious personal honours, which
include a knighthood in 1994, becoming
a member of the Order of Merit from Her
Majesty the Queen in 2014, and being given
the Freedom of the City of London in 2018.

et Mélisande, Strauss’ Salome and Bizet’s
Carmen, a concert performance of Mozart’s
Idomeneo and many concert programmes.

In 2013 Sir Simon began a residency at the
Baden-Baden Easter Festival, conducting
Mozart’s The Magic Flute and a series of
concerts with the Berlin Philharmonic.
Subsequent seasons have included
performances of Puccini’s Manon Lescaut,
Peter Sellars’ ritualisation of Bach’s St John
Passion, Strauss’ Der Rosenkavalier, Berlioz’s
The Damnation of Faust, Wagner’s Tristan
and Isolde and, most recently, Parsifal in
2018. For the Salzburg Easter Festival,
Rattle has conducted staged productions of
Beethoven’s Fidelio, Mozart’s Così fan tutte,
Britten’s Peter Grimes, Debussy’s Pelléas

During the 2018/19 season Sir Simon
embarks upon tours to Japan, South Korea,
Latin America and Europe with the London
Symphony Orchestra. He conducts the
Czech Philharmonic Orchestra for the first
time in Mahler’s Das Lied von der Erde and
returns to the Deutsche Staatsoper Berlin,
the Bavarian Radio Symphony Orchestra
and the Berlin Philharmonic. In March
2019 he conducted Peter Sellars’ revival of
Bach’s St John Passion with both the Berlin
Philharmonic and the Orchestra of the Age
of Enlightenment. •

Sir Simon has long-standing relationships
with the leading orchestras in London,
Europe and the US, initially working closely
with the Los Angeles Philharmonic and
Boston Symphony Orchestra, and more
recently with The Philadelphia Orchestra.
He regularly conducts the Vienna
Philharmonic, with whom 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.
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London Symphony Orchestra on stage tonight
Leader
Roman Simovic
First Violins
Carmine Lauri
Emily Nebel
Laura Dixon
Clare Duckworth
Ginette Decuyper
Gerald Gregory
Maxine Kwok-Adams
William Melvin
Claire Parfitt
Laurent Quenelle
Harriet Rayfield
Sylvain Vasseur
Rhys Watkins
Julian Azkoul
Morane CohenLamberger

Second Violins
Julián Gil Rodríguez
Thomas Norris
Miya Väisänen
Matthew Gardner
Alix Lagasse
Belinda McFarlane
Iwona Muszynska
Csilla Pogany
Siobhan Doyle
Hazel Mulligan
Greta Mutlu
Philip Nolte
Alain Petitclerc
Erzsebet Racz
Violas
Edward Vanderspar
Malcolm Johnston
German Clavijo
Stephen Doman
Lander Echevarria
Carol Ella
Robert Turner
Heather Wallington
Michelle Bruil
Stephanie
Edmundson
Cynthia Perrin
Alistair Scahill

Cellos
Rebecca Gilliver
Alastair Blayden
Jennifer Brown
Noel Bradshaw
Daniel Gardner
Hilary Jones
Amanda Truelove
Laure Le Dantec
Peteris Sokolovskis
Simon Thompson

Oboes
Juliana Koch
Olivier Stankiewicz
Rosie Jenkins

Double Basses
Enno Senft
Colin Paris
Patrick Laurence
Matthew Gibson
Thomas Goodman
Joe Melvin
José Moreira
Jani Pensola

Bass Clarinet
Katy Ayling

Flutes
Gareth Davies
Sarah Bennett
Luke O’Toole
Piccolo
Patricia Moynihan

Cor Anglais
Christine Pendrill
Clarinets
Chris Richards
Chi-Yu Mo

Contrabass Clarinet
Anthony Pike
Bassoons
Daniel Jemison
Joost Bosdijk
Dominic Tyler
Contra Bassoon
Dominic Morgan

Horns
Timothy Jones
Diego Incertis
Angela Barnes
Estefanía Beceiro
Vazquez
Jonathan Lipton
Michael Kidd
Alex Wide

Timpani
Nigel Thomas

Trumpets
David Elton
Jason Evans
Robin Totterdell
Niall Keatley
Gerald Ruddock

Harps
Bryn Lewis
Ruth Holden

Trombones
Peter Moore
James Maynard
Dudley Bright

Celeste
Philip Moore

Bass Trombone
Paul Milner
Tubas
Ben Thomson
Patrick Harrild

Percussion
Neil Percy
David Jackson
Sam Walton
Tom Edwards
Paul Stoneman

Piano
Elizabeth Burley

LSO String Experience Scheme
Since 1992, the LSO String Experience
Scheme has enabled string players from the
London music conservatoires at the start of
their professional careers to gain experience
in rehearsals and concerts with the LSO. 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:
The Polonsky Foundation
Barbara Whatmore Charitable Trust
Derek Hill Foundation
Lord and Lady Lurgan Trust
Angus Allnatt Charitable Foundation
Rod Stafford
Performing tonight:
Zachary Spontak (violin), Yanyan Lin (cello),
Philip Nelson (double bass)
Editor
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Editorial Photography
Ranald Mackechnie, Chris Wahlberg,
Harald Hoffmann, Marco Borggreve
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at time of going to press.
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Chineke!

A Child of our Time

Works by Copland, Gershwin, Ibert and Weill
Copland Music for the Theatre
Ibert Divertissement
Gershwin Rhapsody in Blue (jazz band version)
Weill Suite from The Threepenny Opera
Copland Old American Songs
Gershwin Songs from Porgy and Bess

Brighton Festival Chorus
Gweneth Ann Rand soprano
Ronnita Miller mezzo
Noah Stewart tenor
Jonathan Lemalu bass

Thu 23 May
Brighton Dome Concert Hall

Sun 26 May
Brighton Dome Concert Hall

Beethoven Piano Concerto for Violin, Cello and Piano in C major Op. w56
Tippett A Child of Our Time

brightonfestival.org

