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Musical Director, Sir Alexander Gibson.
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RECORD ONE

SYMPHONYINEFLATOp.1 (TT=33:14)
1] I Allegro Moderato (10:13)
[2] I Scherzo: Allegretto (5:40)
[z] 1 Largo(9:45)

MONY INEFLATOp.1
(<] IV Finale: Allegromolto (7:23)
51 ODE, Elegiacal Chant in three parts (TT = 5:49)
1 Eulogy (3:29)
II Eclogue (31D
Il Epitaph (2:58)

RECORD TWO

SYMPHONY IN C (TT = 25.05)
1 I Moderatoallabreve (10:02)
II Larghetto Concertante (6:22)
[z] I Allegretto (4:58)
(2] IV Adagio—Tempo giusto, alla breve (7:26)

SYMPHONY IN THREE MOVEMENTS (TT = 22:02)
Piano Soloist: Raymond O'Connell

(5] 1 First Movement (untitled) (9:43)

11 Andante; Interlude (6:12)

Il Listesso tempo - conmoto (5:59)

travinsky’s works, as everybody must know, are divided

like Cassar's Gaul into three pans — Russian, neoclassical

and serial But these divisions are not watertight
companments; his whole cutput, the iotal sum of his creatvity,
forms a steadily progressingumnity, towhicheachwork makesa
distinctive, varied, unique contribution. Three of the four
crchestral works here represented fall within a seven year
period (1538-45) of the second, neoclassical, phase, and come
after the composer's move o Amernica, The Symphony in E flat
is one of his earliest works, and stands apar: for that reason.

The neoclassicism of inksy's second phass has
frequently been criticised, even dismissed as irelevant and
reacticnary, by the more radical Ewropean avant-garde.
Never mind that it lasted for 30 years, and covered the central
perod of the composer's working hife, from the age of 40 to 70;
inspite of this there are many (suchas Pietre Bowlez) to whom it
seems unacceptable that a new 20th century music could rest
on, of evelve from, an cld 18th cenmry or classical foundation.
This crificism is usually based on & misunderstanding of
Stravinksy's creative purpose, which wasone of order, and the
Tevitalizing of tradmion (a purpose, incidentally, which he
shared with Webemn, which panly explams the affinity
Stravinskcy felt with the latter's work). For him neoclassicism
Was not simply & retraat into the past, nor 3 form of academuc
pastiche, nor just quotation - or misquotation — of other
composers' ideas, rather it was a re-thinking, and 2 re-
application of cerain sesthetic principles of the classical
period.

Many of hiz necciassical works are for the concert hall
rather than the theatre, and they mclude some of his best-
known and most periormed scores, such as the Symphony of
Psalms (1930), the Violin Concerfo (18381} and the Duo
Concertant (1832); they culminate i the two great orchestral
works, the Symphony in C and the Symphony i three
movements, first heard in Chicago and New York
respectively. Indeed. after the Russian workscfthe first phase,
the interest in Stravinsky's new composinons after 1925 was
sironger in America than it was in Euwrope — which was one
fzctor in his deciding to take up residence in that country.

Symphonyml:ﬂat Op.1ows7

decade of the rwentieth century, that pre-
remorunonar? period, was all-imporiant in Stravinsky's Ife. Not
until the material just coming to boht has been clossly
considered can a biography be written; meanwhile we can
only take the external evidence. In the early 1800s we see
Stravinsky, in his early twennes, feeling his way as composer

with derivative piand pieces; in 1910 he stakes his claim ©
intermational recognition with The Firehird His progress
towards this spectacular flowerning was a gradual one, and his
gradus ad Pamassum begins with this Symphony, Op. 1L It
marksthe end of his apprenticeship,

The influences are clear; Glazunov, Tchaitkovsky, and above
all histeacher Rimsky-Korsakov, Yetwhenall suchallowances
have been mads, thers remain traces that are recogmisably
Stravinsloy's own, for instance after the imexceptional and very
ordinary sonata form of the first movement, the scherzo effects
aswitchio the world ofthe ballet; aganin spite oithe somewhat
pedantic ronde-finale, cne can detect a certain flexing of the
young composer's technical muscles. He revised the scoring
during the summer of 1907 after the premére in April of that
year? and it was performed in its revised form thereafier.
Stravinsky was not quite 50 dismissive and crtical of his first
symphony as he was of some of his other early works he
imeelf conducted and recorded it

Symphomv in C 93840

ymphony was commissioned i 1938 by Mrs Robert
Woodthsawho the year before had also commissioned the
Dumbarton Caks Concerto. The work that Stravinsky was
mvited 1o write was destined (ultimately, not at first) Tor the
Chicago Symphony, wha under their Gemman-born Diractor
Frederick Siock were due to celebraie their fiftieth
anniversary season in 1940041, This challenging task came ata
particularty difficult moment in the composer's iife, when not
only his first wife Catherine, but both his davnghters Ludmilla
and Miena, and finglly himseli were afflicted with
niberculosis. He goes 5o far as to state® that he acospted the
commission under pressure of medical debis; and that when in
Movember 1538 his elder daughter Ludmilla died, he survived
the wesks that foliowed only by working on the symphony —
"“which 15 not to say that the music exploits my grief”.

Far from it. During thess months he wrote the brithant,
rhythmically incisive first movement, wiich was finished on 17
April, 1933 -Meanwhile, however, he suffered. another
bereavement, with the death of us wife Catherine on 2 March.
Thereupon for the next five months he himself became an out-
patient at the same sanitarium (&t Sancsllemoz, near Geneva),
Fmnally in this moest iragic year, he lost his mother on 7 June. It
was against thiz background of personal Joss that the pastoral
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second movemnent of the symphony was begun on 27 March,
and finished on 18 july.

A gap foliowed the completion of the second movement.
Foliowing the outbreak of war in September. Stravinsky sailed
for America on 25th of that month He wavelied not as an
immigrant, butto fulfil concertengagementsallover the United
Siates and to give the Charles Eliot Norion Lechres at
Harvard, starting on 18 October. (These were later published
as Poetics of Music) Then m January, 1940, he was joined in
New York by Vera de Bosset, who after arranging a divores
from her husband Serge Sudeilin (a Russian painter and
designer), bacar v's second wife on 9 March

Meanwhile, inspite ofall thess distuptions, Stravinsky had
a deadline for the symphony; the premiére was due on 7
Movember in Chicago, and he himself would conduct. So the
third movement was completed on 28 April, and the finale on
1T August — by which time the newhrweds wers in Califormia,
after extensive travels through Mexico and Atizona.

The Symphony in Cthus bridoes two worlds - half written
m Ewrope, half-in America a year later — and as one would
expect, change and tension are everywhere apparent; but not
3t the expense of the consistency of the four movements, which
use the same material throughout As ¥ to underline this

structure, and in spite of the decoration, the pulse remains
regular. The solo theme is again given to the oboe, recalling
the first movement. But ifthe first two movements are orthodox
in structure and tonality, the other two complement thern
Metrical complexities appear in the third movement, whichis
a scherzande, if not a scherzo: a loosely stitched-together suite
of dances, predommanily in tiple thythm, though this fact is
anything but chvious, and the pubse-unit maldng up the triplets
constantly varies between semiquaver (Vs note), quaver (%
note) and crotchet (Y4 note). The bustling bassoon solo at 104
came to him, he says, “with the neon ghitter of the Californian
boulevards from & speeding automobile.”

The fugato theme of the finale isa massive one, combining
the keys of C and G The reprise of this, at 169, is shorter,
varied, and tonally about as remote as it could be, basedon D
flat, the flattened superionic. Stravinsky mamtains this key-
centre unchanged as long ashe dare, while the tension builds
and mncreases progressively. The release, when it comes,
provides the stractural climax of the entire work; a harmonic
ellipsis, at the anacrusis to 173, with just the alteration of Eflat fo
Enatral Thiswholly Stravinskyan modulation leads straight to
& recall of the opening bars of the first movement, and

1o the customary coda-apothecsis.

continuity, Stravinsky marks arftacea between the second and
third movements. And the underlying motifof the whole work,
the three notes B-C-G, sums up the twin aspects of Stravinsky's
musical thinking hitherto; namely the semitons, which lends
its=lf to chromaticism, and the open fourth, which lends itselito
more expiicit tonality. This Symphony in C motif so called
because it ocours in this symphony in & more developed form,
and as more of an inherent and primary factor than is the case
elsewhere, also colours a number of othier works at this time,
notably the Dumbarion Oaks Concerto, and the Concerioin D
for strings. It was & central thematic pattem (for the word
“laudate”) in the Symphony of Psalms (1930).

In this symphony, two main materials are used 1o exploit
the motf, fivst the rhythmn that Stravinsky derives from if, which
occurs at the opening of the Work, next an ascending scale
mmplied in it. This is heard near the opening, starting at 2, and
again in the fugato theme of the finale.

Ten years earlier, when he wrote the Symphony of
Esaims, Stravinsky had sought to avoid the constraints and
conventions of symphonic forms, as bequeathed by the 18th
century. Now he no longer feels such hesitancy. The first
movement of the Symphony in Cis sirict in s observancs of
classical principles of constaction. The repest of the main
theme at 45 15 exact. The slow movement is a reqular A-B-A

Stravinsky's codas properly form 2 study inthemselves In
the case of the Symphony in C, Stravinsky is here taking a
retrospective glance at a whole world from which he had
receded As this coda = based on the same motif as the
Symphony of Psalms, it can hardly fail to remind us of that work:
Did not the composer inscnibe both these works “Ala Gloire de
Diey", thus associating thetn together in his mind? But of all his
codas, thisto the Symphony in Chasamore infenss poignancy
than others (such as, for instance, that to Apollo, or indeed the
Symphony of Psalms), becauss it has a personal as wellasa
musical meaning Sustained, chordal, it usss the simultaneous
key-centresof Cand G, like the finale theme itself

Looking back on this work later (1965), when the senal
style of his third phase had led him into fresh tonal discoveries,
Stravinsky consicered that “the key centres may be over-
emphastsed”, That was one way in which the works of his
second phase differed from those of his third.

Symphony in three movements (13:2-45
The Symphony in three movements took over three years io
write: sketches were bequn in early April 1342 and the first
movement was completed by June, and scored by October.
Crher tasks then intervened. As Swavinsky was now living in
Hollyweod he had several contacts with film makers, some of

which led to his wniting music with & view to a film. One such
project occured in 1942, when & proposed film about the Nazi
invasion of Norway led to his Four Norwegian Moods. More
relevant to the symphony was Franz Werfels invitation to
Sravinsky to contribute music o his flm Song of Bernadette. Tt
evenmually ranspired that the terms of the contract offered to
the ever-watchful composer were “too much in the producer's
favour”; so this particular film proposal proved abortive. But
Stravinksy used the music he had written up to then (for the
“Apparition of the Virgin™ scene) as the middle movement of
the shony. This ketched outin a matter of four weeks
(15 February - 17 March, 1543).

Thereafier a two year gap separates the third movement
from the first two. T was not completed until T August, 1945—the
day after the first atomic bomb was dropped on Hiroshima,
thus ending the second workd war. The premiére of the
symphony was given on 24 January 1946, with the composer
conducting the New York Philharmonic.

Whether or not the Symphony in three movmenisis a war
symphony, there is no doubt that world events made a deep
m;:resslon on Stravinksy. But it is not programmatic. He putsit
this way ¥ “Composers combine notes. That isall How and in
what form the things of this world are impressed upon ther
music is not for them tosay.”

The Symphony in three movements is more ambitious,
and employs a slightly larger orchestra, than the Symphony in
C: & third clarinet, double bassoon, bass drum, as well aspiano
and harp. Certain sirnilar features imk the wo symphonies: the
theme starting with a semitone, the use of scale passages,
smilar raythmic parems, the use of solo srings in the slow
movement, like a Concerto Grosso (an idea that was to be
developed in a later work, the Variations). But otherwise the
later symphony is made of stemer siuff, and represents a
further evolutionary stage. When Stravinsky played through
parts of the first movement 1o the: Polish composer Alexandre
Tansman in 1942, he saw it as a Concerto for Crchestra, witha
concertante part for the piano. Soucnurally it i & succession of
small Concernni grougs, in chamber music style, like the
Symphonies of Wind The mstruments divide at
the development, starting at 38 with the horns, and the chimax
consists of all the groups coming together at 69, whersupon
they separate again. A similar principle of construction may be
seen later m Movements.

At the recapitilation at 88, Stravinsky reverses the order
of themes. This procedure, unlike the Symphony in C recalls
the Pizno Sonata. The firsttheme, when itis eventually reached
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at 108, marks the point of arrival of the entire moverent. Some
of the scoring recalls Le Sscre which Stravinsky was revising
at this time. Harmomically, tonally and instnimentally the first
and third movementsare harsh, asitingent; the slow movamsnt
1= gentle, with the brassreduced 1o quiet horns only, the plano
giving way to the harp, and chords made up of semitone
clashes giving way to chords of whole tones.

Ifnot specifically a war symphony’, it was written dunng the
war. The mood 1S tragic, indignant, and this is reflected in the
sermitcnal harmony of the first and third movements. The
comparative harmonic repose of the middle movement is
gradually dissclved by an interlude consisting of & succession
of chords, gradually re-mtroducing the semitone clashes, and
thus preparing for the fury of the finale.

Thw thatactivated insky's musical imagination
wers specific. Thus he tells us that “the first movernent was
nspired by a war film. .. of scorched-earth tactics in China.
The middle part of the movment — the music for clarinet, piang
and sirings, which mounts in intensity and volume until the
explosion of the three chords at 69— was conceived asa series
of instrumental conversations o accompany a cinema-
tographic scene showing the Chinese people scratching and
digging in their fields "

The third movement comes the nearest to having a ‘war
plot® The beginning of the movement was suggested by
newsreels of goose-stepping German soldiers The square
march-beat, the brass-band Instrumentation, the crotesque
crescendo in the ke, The march music is predominant untl
the fuguie, which is the stasis and furning point. The immobility
at the beginning of the fugue is comic, =0 to Savinsky wasthe
overtmned anogance of the Germans when their machine
failled The exposition of the fugue, and the end of the
symphony, were associated m his mind with the nse of the
Allies. The conclusion of the work is tragic in it miensity; the
firal shattering chord, though grounded on D flat and not the
expacted C, is built from material alresdy heard at the
opening. The D flat itself springs from the Phrygian Dilatofthe
second bar. The symphony isall of a piece.

Ode (1543

Sergei Kussevitzly commissioned two works from Stravinsky:
the Symphony of Psalms and the Ode. He was conductor of the
Boston Symphony, 192440, and frequendy invited Stravinsky
10 sppear as quest conductor of the orchestra. His Stravinsky
premigres included the Symphor of Wind Instruments




(1821) and the Plano Concerto (1924). He commissioned the
Ode in April, 1543, in commemoration of his wife Natalie, who
had died two years previously. Stravinsky already had a short
piece recently finished (intended as music for the hunting
zcene in the Orson Welles film Jane Eyre, which proved an
abortive project); so he took this piece, and surrounded iton
either side with slow, expressive music to make an orchestral
Triptych The liveliness of the middle movernent was excused
by the composer as “a concer champétre suggesting an
cutdoor ‘musical, an idea chenshed by Matalie Kussevitzky
and brilliamly realised in Tanglewood by her husband”.

This refers o the country venue near Stockbridge,
Massachusetts, which K ¥ made the summer home of
the Boston Symphony smee 1836, The audience sat mthe open,
onthe grass, inanexpansive estate overiooking the Berkshires
and the Steckbridge Bowl. The summer conceris are now an
annual festival

The restrained dignity of this in memonam piece is
achieved through the solemn chromaticism of the opening; the
expressive content is concentrated in the final Epitaph, with
much use of charactenstic bitonality, and Stavinskyan
moduiations. The highly expressive modulation already
mentioned in the Symphony in C(at 173) isreproduced exactly
inthe Epitaph of the Ode at 41.

I spite of Kussevitzky's great services 1o Stravinsky as
publisher and pairon, his abilites as a conductor were
Frecquently the cause of much critcism * The premiére of the
Ode, on8 October, 1943, wasa near disaster. In the Epitaph not
only was the rumpet sclo at 39 wrongly Tansposed, but the
paris were wrongly copied at the end, with the resulis that s
simple triadic piece concluded m a cacophony.”

®1881 Francis Routh
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The Scottish National Orcl whase history datesback to
1891, = acknowledged to be of the highest international
standard and its remarkable sucoess siory achieved
recognition in 1978 with the grant of Patronage by Her Majesty
the Queen, closely foliowmg the award of a Kmghthood to
Alexander Gibson in the Jubilee Honours List of 1877,

Apart from his work with Scottish Opera and the SNO,
which includes many recordings for different companies, Sir
Aley has travelled extensively in Europs and the USA - where
his vimits to Houston have become annual events—aswell asin
Australia and South America. Many awards and honows have
been conferred upon him, ncluding Honorary Dociorates
from the Universiies of Aberdeen, Glasgow and Stirling;
Honorary Fellowships of the Royal Academy, Royal College,
Scotish Royal Academy of Music and the Royal Society of Arts,
the ISM Musicizn of the Year Award 1976; the Sibelins Medal m
1978. In 1964 his home wwn of Motherwell made im a
Freeman of the Burgh

Sir Alexander Gibson celebrated his twenty-first seascn as
the Musical Director of the Scottish National Orchestra during
1980. When he was appointed in 1858 he became the first
Scotsman to have held the post.

His career prior to 1955 had been outstandingly
successiul following his studies at Glasgow University and the
Royal College of Music in London whers, in 1951, he was
awarded the Queen's Prze, he studied at the Sakburg
Mozarteum and then went to Siena to work at the Accademia
Chigiano. At the 1852 Besancon Festival he was awarded the
Enesco Prize in the competition for young conductors.

Between 1951 and 1857 he held posts as repetiteur and
later Staff Conductor at Sadler's Wells, and was assistant to lan
Whyte with the BEC Scottish Orchestra in Glasgow from 1552-
54 in 1957 he became Music Director of the Sadler's Wells
Cpera Company and two vears later retumsad to Scotland and
the Scottish National Orchestra. Withir his first five yearshe not
only enhanced the prestige of the orchestra at-home and
abroad, but he was founder and instigator of the now world-
famous Scottish Opera in 1962,
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