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BEETHOVEN
A" S Y M

Praca nad V Symfoniq c-moll op. 67, najpopu-
larniejsza symfonig w dziejach muzyki,
zajeta Beethovenowi cztery lata — od 1804
do 1808 roku, kiedy to zostata po raz pierw-
szy wykonana. Nie oznacza to bynajmniej,
ze w tak dlugim okresie powstato tylko jedno
dzieto. Przeciwnie, nicjako po drodze kom-
pozytor napisat jeszcze IV Symfoni¢ B-dur,
1V Koncert fortepianowy G-dur, Fantazje na
Sfortepian, chor i orkiestre C-dur, Koncert
skrxypeowy D-dur i, last but not least, niemal
wsymultanicznie”, VI Symfonig ,, Pastoralng’...
Fakt ten musi zdumiewac (a moze wlasnie nie
musi?), jako ze V Symfonia jest przede wszyst-
kim ol$niewajacym przyktadem skoncentro-
wania, skondensowania materialu muzycz-
nego. W szkotach muzycznych dzieci ucza
si¢ znaczenia pojecia ,,praca motywiczna”
wlasnie na przykladzie tego dzieta — wyro-
stego z jednego, prymitywnego, zdawaé by
si¢ moglo, a przeciez jak niezwykle mocne-
go, naladowanego wewngtrzng energig
motywu. Motywu, ktéry daje Pigrej t¢ nie-
spotykang dotad sit¢ wyrazu, sit¢ woli, sit¢
ducha ludzkiego. Jakim cudem Beethoven
byl w stanie podzieli¢ swg uwage i koncen-
tracj¢ twérczg pomigdzy t¢ symfonig,

a inne powstate w tym czasie utwory, i to
wecale nie drobne?

7 drugiej strony sasiedztwo, wrgcz sio-
strzana blisko$¢ Symfonii ,, Pastoralnej”
wydaje si¢ zgodna z naturg — po burzy
wyszto storice...

Obie symfonie, wraz z IV Koncertem
Sfortepianowym i Fantazjq C-dur zostaty wy-
konane podczas koncertu, ktéry odbyt si¢
na trzy dni przed Bozym Narodzeniem
1808 roku, w (nic ogrzewanej!) sali teatru
An der Wien. Przygotowania i starania
o zorganizowanie tego wieczoru trwaty
niemal caly rok, nic wigc dziwnego, ze
Beethoven chceiat zaprezentowaé swe naj-
nowsze osiggni¢cia mozliwie najpetniej.

A ze bylo tego sporo, zatem i program kon-
certu mial odpowiednig dtugosé i ,,gestos¢”.
Cztery wielkie (takze w dostownym tego
sfowa znaczeniu!) dzieta uzupetnialy cztery
mniejsze: aria A/ perfido!, fantazja fortepia-
nowa i dwa fragmenty Mszy C-dur, nad
ktérg Beethoven pracowat takze w tym
samym czasie, co nad Pigrg... Koncert trwat
ponad cztery godziny i praktycznie byt...
porazka. Taka ilo$¢ muzyki, nowej prze-
ciez, byta dla publicznosci wiederiskiej nie
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do strawienia, a i orkiestra, od poczatku nie-
chetnie nastawiona do osoby dyrygenta (czy-
li kompozytora), nie zachwycita stuchaczy.

Mimo to stawa V Symfonii rosta szybko;
jej sita i prostota zarazem nie pozostawiata
miejsca na dyskusje, tak jak nie dyskutuje
si¢ z betonowym stupem (jesli mozna po-
réwnac z nim dzieto sztuki).

Pierwsza cz¢s$¢, zbudowana na tym naj-
prostszym z tematéw, wlasciwie motywie,
od razu stawia stuchacza wobec tezy, ktérej
moc nie stabnie, a wreez przeciwnie wzma-
ga si¢, w przetworzeniu. Ruch, w jaki wpra-
wiona jest muzyka od pierwszego taktu,
zostaje zatrzymany raz tylko: w repryzie
— obdj swa kréciutkg kadencjg na moment
jakby zawiesza calos¢ w bezczasie. Chwila
ta nie ma nic wspdélnego z zaczerpnigciem
oddechu — przeciwnie, jest potrzebna, by
energia mogta si¢ znéw skumulowac
i ruszy¢ z nowsq silg.

Dopiero druga cz¢s¢ przynosi wytchnie-
nie — cudownie melodyjny temat, czuly,
liryczny staje si¢ kanwg wariacji utrzymanych
w barwach ciemnych i migkkich, a to za
sprawg aksamitnego brzmienia wiolonczel,
altéwek i instrumentéw detych drewnianych.
Niespokojny, rozbiegany temat Scherza,

a pézniej jego tria (obydwa wprowadzane

przez wiolonczele) znéw uwalnia ruch uspio-
ny, a raczej przyczajony i gotowy do skoku.
To Scherzo, chyba jak zadne, nierozerwalnie

zwigzane jest z nast¢pujgcym po nim finatem,
nieuchronnie do niego prowadzi. Ruch fugata
niespodziewanie stabnie, jakby rozrzedza
si¢. Po chwili smyczki juz pizzicato, piano
wracajg do wlasciwego tematu Scherza, ale
tym razem motyw z pierwszej czesci wyra-
Znie zen przeswieca, staje si¢ coraz bardziej
uporczywy, az w koricu na tle przyczajonej
w bezruchu orkiestry zostaje sam — kotty
wybijaja go w sposéb nie budzacy zadnych
watpliwosci. Znéw jest to bezruch, w trak-
cie ktérego energia gestnieje, gromadzi sig,
by wybuchngé ze zdwojong sitag w Finale.
Mozna odnies¢ wrazenie, ze Beethoven
chyba dlatego zdecydowat si¢ na tonacj¢
c-moll, by méc w Finale uzy¢ C-dur — czy
mozna sobie bowiem wyobrazi¢ bardziej
oczywistg, nagg, nieskalang tonacjg¢? Jaka
inna lepiej nadawataby si¢ do wyrazenia
sity, energii, radosci i prostoty, bedac przy
tym réwnie wiarygodna? To wtasnie C-dur
zdaje si¢ méwié: patrzcie, taka jestem, nie
mam nic do ukrycia, nie ostabiajg mnie
zadne krzyzyki i bemole. Tak, Beethoven
uzyt tu do wyrazenia swej muzycznej woli
narzedzia réwnie skutecznego i przekonu-
jacego jak mlotek.

Zadnej sposréd symfonii Beethovena
nie przypisano chyba tylu pozamuzycznych
tresci (moze poza Dziewigtg, ale tam on
sam si¢ do nich przyznawal). Nadawata si¢
do tego wybornie: jej patos i dramatyzm
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dziatal na wszystkich, zatem wszyscy czuli
si¢ jej adresatami i czuli si¢ w obowigzku
zwerbalizowac to, co styszeli. Nazwano ja
symfonig losu, gdyz pono¢ sam kompozytor
poréwnat swéj motyw do stukania losu do
drzwi. Trudno doprawdy posgdza¢ cztowie-
ka, ktéry byt wielbicielem Szekspira, czytat
dzieta najwigkszych filozoféw, o tak banalng
interpretacj¢ dzieta nad ktérym pracowat
wyjatkowo ci¢zko i i intensywnie, wielo-
krotnie je poprawiajac i szlifujac.

Dzi$§ romantyczne, a wlasciwie sentymen-
talne, zeby nie powiedzie¢ hollywoodzkie
podejscie do tego dzieta zdaje si¢ na szczg-
Scie odchodzi¢ w niepamigé. Dzigki temu,
kiedy odrzuci si¢ ten caty kostium, widaé
i stycha¢ to, co naprawd¢ tworzy V Symfonie
- perfekeyjng konstrukejg, prostotg i szcze-
ros¢ mysli muzycznej oraz, tu trzeba nieste-
ty popasé w banat: pigkno.

VII S Y M F O N I

VII Symfonia A-dur powstawala jednoczesnie
2 Osmg w niespokojnym roku 1811 (do jesie-
ni 1812 roku gotowe byly obydwie) i od
poczatku miala niewiarygodne szczescie.
Beethoven, jak wigkszos¢ wiedericzykéw,
przezywat wéwczas trudny okres, zwlaszcza
pod wzgledem finansowym. Skarzyt si¢ jed-
nak na swoje ubdstwo o wiele glosniej, niz
sytuacja tego wymagata. Prawda, nie wiodto
mu si¢ najlepiej, ale tez kompozytor nie
mial wéwczas po prostu glowy do tak przy-
ziemnych rzeczy jak nowe buty, czy koszula.
Chodzit w starych, zalac si¢ przyjaciolom na
swa ,nedzg”, a w rzeczywistosci nic go nie
obchodzit wlasny wyglad. Byl to bowiem
znéw bardzo twérezy okres w zyciu Beetho-
vena — szkicownik z roku 1811 daje o tym
dobre pojecie. Zawiera niestychana, nawet
jak na niego, ilos¢ pomystéw na utwory,
ktére nigdy zresztg nie ujrzaty Swiatta dzi-
ennego, oraz pierwsze préby zmagania si¢
z tekstem Ody Schillera (dwanascie lat
przed napisaniem Dziewigtej!), no i szkice
do Symfonii VII i VIII.
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Ale dlaczego Siddma miata szczgscie?
Ot6z, mozna powiedzieé, Ze po prostu
»zalapata” si¢ na sukces innego utworu.
Utworu, ktéry powstat w celach propagan-
dowych i zadnych innych. Chodzi oczywi-
scie o Zwycigstwo Wellingtona. Do napisania
tego dzieta naméwit Beethovena Milzel,
cztowiek o wybitnej smykalce do intereséw,
wynalazca urzgdzen muzycznych (m.in.
metronomu) i instrumentéw (np. panharmo-
niconu). Tak si¢ szczesliwie ztozylo, ze
akurat Napoleon ponidst kolejng, druzgocgcg
klgske — w bitwie pod Vitorig. Tym razem
tupnia dali mu Anglicy, ktérzy cieszyli si¢
sympatig w Wiedniu. Czemu by wi¢c nie
napisa¢ utworu zawierajacego cytaty ze
stynnych brytyjskich piesni: Rule Britannia,
God Save the King? Sukces gwarantowany!
Tak tez si¢ stato. Poczatkowo Zwycigstwo
Wellingtona zostalo napisane wlasnie na 6w
panharmonicon, ale potem Milzel wpadt na
pomyst zorkiestrowania dzieta — mialoby
ono wtedy jeszcze wigkszy rozmach, kom-
pozytora nie ograniczatby bowiem jeden
instrument. Milzel mial w stu procentach
racj¢ — rozmach byt rzeczywiscie wigkszy.
Postanowiono zorganizowa¢ koncert dobro-
czynny. W programie znalazto si¢ Zwycig-
stwo Wellingtona, dwa drobne utwory Dusse-
ka (dla oddechu) oraz ,,najzupehniej nowa
symfonia” Beethovena. Byla nig wlasnie
Siddma. Koncert przyciaggnat znakomitg pu-

blicznosé, a w orkiestrze zasiadali najlepsi
muzycy Wiednia; odbyt si¢ 8 grudnia 1813
roku w auli uniwersyteckiej. Sukces byt
rzeczywiscie oszatamiajacy. Allegretto z Siddmej
wielokrotnie bisowano, recenzje (obydwu
utworéw!) byly doskonate, wrecez euforycz-
ne. I tak Beethoven, na chwilg, z kompozy-
tora jednak elitarnego stal si¢ kompozyto-
rem popularnym... Dlatego wtasnie Siddma
miata szczgscie — zadna inna symfonia (poza
Dziewigrq) nie miala go tyle.

VII Symfonia A-dur jest dzietem niezwy-
kle pogodnym i radosnym, cho¢ z pewnoscia
nie sielankowym i beztroskim. To radosé
bliska tej, jaka bije z Eroiki — rados¢ wyni-
kajgca z uswiadomienia sobie wilasnej sity
ducha, serca, rozumu. 7Z uswiadomienia
sobie jej jasnych i ciemnych stron. Wreszcie
— ze zwycigstwa jasnosci nad mrokiem.

Do Eroiki nawigzuje zresztg nawet uktad
symfonii: zamiast drugich, wolnych cze¢sci
w obydwu mamy marsze zalobne, utrzyma-
ne w formie wariacji, ze szczegélnie przej-
mujacy fuga.

Allegretto 7. Siddmej zawsze robi duze wra-
zenie: swym dramatyzmem, prostotg, dobit-
noscig. Prosty, surowy rytm monotonnie
dzwigczy w temacie, jeszcze prostsza jest
jego melodyka, a jednak jaka sita emanuje
z tej skromnej muzyki... Silg zresztg
VII Symfonii, jak chyba zadnej innej, jest
wlasnie rytm — kazdej czgsci Beethoven
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nadal, niczym imiona, by tatwiej je rozpo-
znawaé, wlasny, wyrazisty rytm, konse-
kwentnie utrzymywany w calej czgsci.

W pierwszej, po krétkim wstepie, pozor-
nie leniwym, a w rzeczywistosci kumulujg-
cym energi¢, by mogta nadaé¢ muzyce
wlasciwy rozped, flet nie tyle podaje temat,
co rytm: stuchajcie, méwi, uwaga, wszyscy
tak samo, za mng! Figura rytmiczna staje
si¢ tu tematem. Caly urok tej czesci thwi
najpierw w przejsciu ze wstgpu do wlasciwego
allegra, a nast¢pnie w przekomarzaniu si¢
instrumentéw, dowcipnych dialogach,
lekkosci melodyki. Ale caly jej sen's zawie-
ra si¢ w tym pulsujgcym bez wytchnienia
daktylicznym rytmie.

Czg¢s¢ druga otrzymata wreez ascetyczng
wizytéwke rytmiczng — ot, ¢wierénuta, dwie
6semki i dwie ¢wierénuty... Czgs¢ trzecia

jednak natychmiast rozwiewa wszelka po-
wage — muzyka toczy si¢ tu w oszatamiaja-
cym wreez tempie, nie szezedzae stuchaczowi
niespodzianek, naglych zwrotéw, dynamicz-
nych zaskoczer. Na chwile tylko zatrzymu-
je ten ruch trio, ale niemalze stycha¢ jak
niecierpliwig si¢ smyczki, by na nowo pod-
jaé szalericze staccata. Za trzecim razem
niecierpliwos¢ ta nie pozwala im nawet
dokoriczy¢ tria porzadnie i Scherzo si¢ ury-
wa pigcioma szybkimi akordami niespokoj-
nej reki.

Final odznacza si¢ wigksza ,,dyscypli-
ng”, rytm jest tu nie tak niesforny, ujety
w karby, ale nie mniej przez to zywy,
zadziorny. To triumfalny final, wspaniale
zamykajacy ten festiwal muzycznej energii,
radosci ptyngcej z muzyki, z jej pulsu,
a wigc serca...

Magdalena Tokarska




BEETHOVEN

S Y M P H O N Y

The most popular symphony in the history
of music — Symphony No. 5 in C minor op. 67
— took Beethoven four years to complete,
from its inception in 1804 to its premiere in
1808. Which is not to say that during such

a lengthy period his compositional output
became limited to a single work. Far from it,
along the way as it were, he also composed
Symphony No. 4 in B major, Piano Concerto
No. 4 in G major, Choral Fantasia C major for
piano, chorus and orchestra, Violin Concerto in
D major, and last but by no means least his
Symphony No. 6 the ‘Pastoral’, written well-nigh
‘simultaneously’ with the Fifrh. All things
considered it seems amazing (or perhaps
not), that the Fifth has become above all, the
ultimate example, illustrating the art of con-
centrating and condensing thematic material
in music. Children attending music estab-
lishments learn the meaning of ‘motivic
claboration’ on the basis of this particular
work — built on one seemingly primitive yet
exceptionally powerful and emotionally
charged motif that endows the Fifth with its
unprecedented force of expression, will-power
and strength of spirit. Which begs the ques-
tion, how could Beethoven have possibly

No. 5

divided his attention and concentration
between this symphony and other, far from
minor compositions, written during the
same period?

Notwithstanding, considering the Fifth’s
compositional proximity and sibling relation-
ship to the ‘Pastoral’, an output of such
diversity appears in perfect harmony with
nature — a storm followed by sunshine...

Both symphonies, together with Piano
Concerto No. 4 and Choral fantasia in C major
received their premiere during a single con-
cert given three days before Christmas 1808
in the auditorium (unheated) of the Theatre
An der Wien. Considering it had taken
Beethoven the best part of a year to prepare
for, and organise this event, it is hardly sur-
prising that the composer wanted to offer
a fully comprehensive presentation of his
latest achievements. And since there were
many, the ensuing concert programme was
consequently ‘jam-packed’ and inordinately
lengthy. The four great (in every sense of
the word) works were complemented by four
smaller-scale compositions: aria A% perfido!,

a fantasia for piano and two fragments from
his Mass in C major that Beethoven had
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been working on during the same period as
the Fifth... The concert lasted well over four
hours, and to all intents and purposes was...
a disaster. The sheer amount of virtually
new music was indeed, beyond the bounds
of the Viennese public’s forbearance, a situ-
ation further compounded by a poor perfor-
mance from an orchestra, ill-disposed from
the outset towards the conductor (in other
words the composer).

Be that as it may, the Fif#h’s reputation
grew rapidly in stature, its powerful presence
and inherent simplicity becoming as indispu-
table as the strength of a concrete pillar (if
one is allowed to compare it to a work of art).

The first movement, built on this simplest
of themes, or motifs, at once confronts the
listener with a challenging assertion whose
strength of purpose never wavers, but rather
increases in the development. The rhythmic
progression generated by the first bar is
brought to a halt, once only in the reprise —
a short oboe cadenza providing a seemingly
brief moment of stasis, unrelated to ‘drawing
breath’ — to the contrary, this is a necessary
juncture allowing energy to accumulate and
move forward with renewed force.

A measure of respite comes in the second
movement, whose wonderfully melodic and
poignant theme forms the canvas of the
ensuing variations in which softly shaded
tone-colour is generated by the velvety

sound of the cellos, violas and wood-winds.
The agitated and distorted theme of the
Scherzo, and later of its trio (both introduced
by the cellos), once again releases the
rhythm from its reverie, or more accurately
from lying in wait in readiness to pounce.
More than any other, this Scherzo is inextri-
cably linked and relentlessly leads to the
subsequent finale. The rhythm of the fugato
passage suddenly subsides and is seemingly
dispersed. A moment later, pizzicato strings
revert to the Scherzo’s principal theme, how-
ever this time echoing the first movement’s
increasingly persistent motif, which against
a background of orchestral stasis becomes
gradually isolated — struck in no uncertain
terms by the timpani. Once again this
moment of stasis allows energy to be aug-
mented so it can burst forth with increased
vigour in the Finale.

It would seem that Beethoven probably
chose to write his Fifth in the key of C
minor, in order to exploit the C major in the
Finale. After all, can one possibly imagine a
scale, more direct, unadorned or pure?
Which other could possibly be better suited
for the expression of power, energy, joy or
simplicity and be equally credible? It is the
C major that seems to state: look, I am what
I am, I have nothing to hide, no sharps or
flats to weaken my resolve. Indeed, to
express his musical will-power, Beethoven
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exploited a tool as effective and persuasive
as a sledgehammer.

None of Beethoven’s symphonies have
been accredited with as many extra-musical
interpretations as the Fifth (with perhaps the
exception of the Ninth, which the composer
himself encouraged). And not without good
reason: its pathos and dramatic content
affected everyone, consequently each and
every listener perceived himself as its
addressee and felt obliged to put into words
what he heard. It was labelled a symphony
of destiny, in so far as it was alleged that the
composer himself had compared its motif to
fate knocking on one’s door. In all honesty,
it is highly unlikely that a man who was a
keen follower of Shakespeare and fully
conversant with the works of the greatest
philosophers, would have used such platitudes
with reference to a composition he had
worked on with such ardour and intensity,
making several corrections and adding many
finishing touches. Today, this Romantic, or
indeed sentimental, if not to say ‘Hollywood’
approach to the Fifh is fortunately fading
into oblivion. By discarding all the trappings
it becomes possible to see and hear the
essential qualities of Symphony No. 5 — its
structural perfection, its conceptual simplicity
and sincerity and for want of a less cliched
word — its beauty.

S YMPH ON Y No.

Beethoven’s Symphony No. 7 in A major come
into being simultaneously with the Eighth
during the turbulent year of 1811 (both
have been completed by autumn 1812) and
from the outset it enjoyed incredible good
fortune. At the time, like most inhabitants
of Vienna, Beethoven was going through a
difficult period, particularly where finances
were concerned. Notwithstanding, he com-
plained of his impoverished state, far more
vociferously than the situation warranted.
Admittedly, he was not doing that well, but
to be frank, he simply could not be bothered
with such mundane things as a new pair of
shoes or shirt. He wore old clothes and
pleaded ‘penury’ to his friends, while in
reality he cared nothing for his appearance.
This turned out to be another extremely
creative period of the composer’s life

— evidence of which can be found in his
sketchbook of 1811, which contains an
unprecedented amount, even by Beethoven’s
standards, of compositional ideas (that inci-
dentally never saw the light of day), as well
as his first actempts at tackling Schiller’s Ode
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(twelve years before it was written) and of
course, sketches for his Symphonies No. 7 and
No. 8.

But why did the Seventh have such luck?
One could argue that it simply ‘cashed in’
on the success of another work written
strictly for propaganda purposes — Wellingtons
Sieg. Beethoven had been persuaded to
compose this potboiler by his friend Maezel,
a man of exceptional business acumen and
an inventor of musical gadgets (e.g. the
metronome) and instruments (e.g. the
panharmonicon). By happy coincidence,
Napoleon had just suffered a crushing
defeat at the Battle of Vitoria. This time the
thrashing he received had been at the hands
of the English, who were understandably
well-received in Vienna. Under these circum-
stances, why not write a composition incor-
porating quotations from famous British
tunes like: Rule Britannia and God Save the
King? Thus ensuring a guaranteed success!
And that is exactly what transpired.
Although Wellingtons Sieg had been initially
conceived for the panharmonicon, Maezel
had the bright idea of orchestrating the work
— giving it much greater scope by not limiting
the composer to a single instrument. As it
turned out, Maezel was absolutely right —
the scope of the piece was indeed greater.
To mark the occasion, a charity concert was
organised. The programme included

Wellingtons Sieg, two minor works by Dusek
(as a ‘breather’) and ‘a completely new
symphony’ by Beethoven — the Seventh.
The event attracted a distinguished audience
and the orchestra was comprised of the
finest musicians in Vienna. By public
demand, the Seventh’s Allegretto was encored
and subsequent reviews (of both works)
were excellent and outright euphoric. Thus
Beethoven, who after all had always been
considered an elitist composer, became
albeit temporarily, a popular composer...
By the same token, the Sevensh benefited
from a degree of luck — none of his other
symphonies (with the exception of the
Ninth) ever enjoyed.

Symphony No. 7 in A major is an excep-
tionally cheerful and joyous work, though
by no means idyllic or carefree. It conveys a
similar sense of joy that emanates from the
Eroica — a joy that revels in an awareness of
one’s own strength of spirit, heart and mind
and one’s ability to conquer against the
odds. Even the Seventh’s format corresponds
to that of the Ervica: both having the tradi-
tionally slow second movement substituted
by a mournful funeral march in variation
form, that has a particularly moving fugal
section. The Allegretto’s sense of drama,
simplicity and expressiveness never fails to
leave an impression. Its simple and strident
rhythm, monotonously sounded in the
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theme has a melodic motif that is even
simpler — and yet, what a display of strength
from such unassuming music... In fact,
probably more than any other Beethoven
symphony, the strength of the Seventh lies in
its thythm — each movement having been
assigned its own clearly defined rhythm

- not unlike identity labels used for easier
recognition — consistently maintained
throughout.

In the first movement, following a short,
seemingly lethargic, though in reality an
energy- accumulating introduction, the flute
introduces not so much the first subject, as
the rhythm, ostensibly saying: listen, pay
attention, now everyone follow me! In this
instance the rhythmic motif becomes the
subject. The whole charm of this move-
ment is embodied first of all, in its transi-
tion between the introduction and allegro
proper, and secondly, in its subsequent
good-humoured instrumental banter, witty
dialogue and melodic light-heartedness.
However its essence is contained in the
irrepressibly pulsating dactylic rhythm.

The second movement offers an aestheti-
cally pleasing, rhythmic calling-card — a
constant two-bar unit of crotchet, quaver,
quaver; crotchet, crotchet... However, the
third movement dispels any lingering
thoughts of sobriety — the music progresses
at an awesome tempo, providing the listen-
er with a sense of the unexpected in its
sudden changes of key and harmonic sur-
prises. Its progress is momentarily halted by
the trio where the strings’ impatience to
once again pick up a frenzied staccato,
becomes almost palpable. On the third
occasion, their impatience stops them from
adequately completing the trio and the
Scherzo comes to an abrupt end with five
fast chords played with impetuosity. The
final movement is marked by much greater
‘discipline’, its rhythm displaying less turbu-
lence and more self-control, yet nevertheless
remaining exuberant and aggressive. It is a
triumphant Finale, magnificently crowning
this veritable tour de force and the sense of
joy, which flows from its music, from its
rhythm — hence from its heart.

Magdalena Tokarska

Translation by Anna Kaspszyk




=l

i

?,'f‘.'#;;-' T —

—_—
=

L[]

e




ORKIESTRA SYMFONICZNA
FILHARMONII NARODOWE]

Pierwszy koncert w wykonaniu Filharmonii
Warszawskiej odbyt si¢ 5 listopada 1901 r.

w nowo otwartym gmachu. Orkiestrg dyry-
gowal Emil Mtynarski, a jako solista wystgpit
Ignacy Jan Paderewski, swiatowej stawy
pianista, kompozytor i przyszty mgz stanu.
W programie tego historycznego wieczoru
znalazt si¢ Koncert fortepianowy a-moll Pade-
rewskiego oraz utwory Chopina, Moniuszki,
Noskowskiego, Stojowskiego i Zelerskiego.

Filharmonia Warszawska w dos¢ krétkim
czasie osiggneta wysoki poziom, przyciggajac
wybitnych artystéw z catego Swiata. Przed
I wojng swiatowsa i w okresie migdzywojen-
nym stala si¢ gléwnym osrodkiem zycia mu-
zycznego w Polsce oraz jedng z wiodacych
instytucji muzycznych w Europie. Wystgpili
tutaj niemal wszyscy stynni dyrygenci i soli-
Sci tamtych czaséw, m.in.: Grieg, Honegger,
Klemperer, Prokofiew, Rachmaninow, Ra-
vel, Rodziriski, R. Strauss, Strawiniski, Arrau,
Horowitz, Kempff, Rubinstein, Huberman
i Sarasate.

W gmachu Filharmonii Warszawskiej
odbyly si¢ pierwsze trzy Migdzynarodowe
Konkursy Pianistyczne im. F. Chopina (1927,
1932, 1937), pierwszy Migdzynarodowy
Konkurs Skrzypcowy im. H. Wieniawskiego
(1935) oraz pierwszy Festiwal Sztuki Polskiej

(1937). T'e wydarzenia $wiadczyly o aktyw-
nym uczestnictwie Warszawy w europejskim
zyciu muzycznym.

Wybuch II wojny $wiatowej przerwat
dziatalno$¢ Filharmonii. W pierwszych dniach
wrzes$nia 1939 r. gmach zostal zbombardo-
wany, a pod koniec wojny legt w gruzach.
Sposréd 71 cztonkéw Orkiestry — 39 stracito
zycie.

W pierwszych latach powojennych Filhar-
monig Warszawskg kierowali mi¢dzy innymi
Olgierd Straszyriski i Andrzej Panufnik.

W styczniu 1950 r. dyrektorem i gléwnym
dyrygentem zostal Witold Rowicki, ktéry
podjat si¢ dzieta zorganizowania nowego
zespotu. Pomimo trudnych warunkéw pra-
cy, zwigzanych z brakiem wiasnej siedziby
(koncerty odbywaty si¢ m.in. w halach spor-
towych i teatrach), Orkiestra, dzigki staraniom
Rowickiego, osiggneta wysoki poziom, stajac
si¢ wiodgcym zespotem w Polsce. W paz--
dzierniku 1952 r. powstato ,,Studio Chéralne”
pod auspicjami Filharmonii, b¢dgce zalgz-
kiem chdéru, ktéry wystapit po raz pierwszy
z orkiestrg w maju 1953 r. Wtedy nadano mu
nazw¢ Chéru Filharmonii Warszawskiej

i przyznano status zespotu profesjonalnego.
W tym czasie Filharmonia zaczg¢ta promowaé
réwniez koncerty kameralne, ktére do
dzisiaj stanowig wazng cz¢$¢ jej programu.

21 lutego 1955 r. nastapito otwarcie
odbudowanego gmachu przy ul. Jasnej,
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mieszczaeego Salg Koncertows na ponad
1000 miejsc oraz Sal¢ Kameralng z 433 miej-
scami. W tym dniu Filharmonia Warszawska
otrzymata miano Filharmonii Narodowej.
Nowa nazwa okreslata status wiodgcej insty-
tucji muzycznej, jaki Filharmonia osiggneta
w Polsce. Stanowita réwniez bodziec do dal-
$Zego rozwoju artystycznego, nowych wyzwan
i osiggniec.

W latach 1955-58 orkiestrg kierowat Boh-
dan Wodiczko, wybitny muzyk i mitosnik
muzyki wspétezesnej, z ktérym wspétpraco-
wali mi¢dzy innymi Arnold Rezler i Stanistaw
Skrowaczewski. Chér prowadzit Roman
Kuklewicz. Byt to pomyslny okres dla
Filharmonii: sktad orkiestry zostat powi¢k-
szony, a Sala Koncertowa zyskata organy.
Ogromne uznanie, jakim cieszyly si¢ wyko-
nania muzyki wspélezesnej, doprowadzito
do powstania w Filharmonii Narodowej
Migdzynarodowego Festiwalu Muzyki
Wspétczesnej, znanego jako ,,Warszawska
Jesier”, ktéry z czasem stat si¢ jednym
z najwazniejszych festiwali tego rodzaju na
swiecie. W 1958 r. Witold Rowicki zostal po-
nownie mianowany dyrektorem artystycznym
i I dyrygentem Filharmonii. Stanowisko to
piastowal do roku 1977. Jako stali dyrygenci
goscinni pracowali w tym okresie Stanistaw
Wistocki i Andrzej Markowski, ktéry w latach
1972-74 byl réwniez zastgpeg dyrektora
artystycznego.

1 lipca 1977 r. dyrektorem artystycznym
i dyrygentem Filharmonii Narodowej zostat
mianowany Kazimierz Kord. Od poczatku
swojej pracy z orkiestrg ktad! on nacisk na
wzbogacenie repertuaru, dzigki czemu
w programie kolejnych sezonéw artystycz-
nych znalazly si¢ nie tylko dzieta symfo-
niczne, lecz réwniez oratoryjne i operowe.
Nowym przedsi¢wzigciem byt cykl koncer-
tow Filharmonia Narodowa prezentuje
nagrywanych na zywo i utrwalanych na pty-
tach przez Polskie Nagrania. Kierownictwo
Chéru objgt w sezonie 1978/79 Henryk
Wojnarowski, ktéry funkcje te¢ sprawuje do
dzisiaj.

W latach 1979-90 stanowisko zastgpcy
dyrektora artystycznego i statego goscinne-
go dyrygenta zajmowal Tadeusz Strugata.

Dzisiaj zar6wno Orkiestra jak i Chér
Filharmonii Narodowej cieszg si¢ popular-
noscig i uznaniem na calym $wiecie. Orkie-
stra odbyta ponad 100 tournée na pigciu
kontynentach. Wystgpowata we wszystkich
najwazniejszych salach koncertowych, gorg-
co oklaskiwana przez stuchaczy i chwalona
przez krytykéw muzycznych za doskonate,
charyzmatyczne wykonania. Uczestniczyta
réwniez w wielu prestizowych migdzynaro-
dowych festiwalach, m.in. w Wiedniu,
Berlinie, Pradze, Bergen, Lucernie,
Montreux, Moskwie, Brukseli, Florencji,
Bordeaux i Atenach.

TR




Orkiestra Filharmonii Narodowej uczest-
niczy regularnie w Mi¢dzynarodowych
Konkursach Pianistycznych im. F. Chopina
i w Festiwalu ,,Warszawska Jesien”. Nagry-
wa réwniez dla Polskiego Radia i Telewizji,
polskich i zagranicznych firm ptytowych oraz
uczestniczy w nagraniach muzyki filmowej.

W sezonie Filharmonia Narodowa pre-
zentuje ponad 80 koncertéw symfonicznych,
ponad 50 koncertéw kameralnych oraz cykle
koncertéw dla dzieci i mtodziezy w wykona-
niu Orkiestry FN oraz orkiestr symfonicz-
nych i zespotéw kameralnych z Polski
i zagranicy. Filharmonia organizuje réwniez
koncerty na terenie kraju, gtéwnie w szko-
fach, w celu promowania muzyki klasycznej
wsréd miodego pokolenia.

Filharmonia Narodowa goscita wielu
stynnych artystéw z calego $swiata. Oprécz
najwybitniejszych polskich dyrygentéw wy-
stapili tutaj m.in: Hermann Abendroth, Gary
Bertini, Herbert Blomstedt, Rafael Frithbeck
de Burgos, Charles Dutoit, Philippe Entre-
mont, Aram Chaczaturian, Yehudi Menuhin,
Kurt Masur, Helmuth Rilling, Genadij
Rozdiestwienski, L.eopold Stokowski i Igor
Strawinski. Sposréd solistéw koncertowali
tu: Martha Argerich, Kathleen Battle, Arturo
Benedetti Michelangeli, Teresa Berganza,
Nigel Kennedy, Midori, Anne-Sophie
Mutter, Dawid Ojstrach, Swiatostaw Richter,
Artur Rubinstein, Mscistaw Rostropowicz,

Henryk Szeryng, Pinchas Zukerman i wielu
innych.

Obecnie Orkiestra Filharmonii Narodo-
wej liczy 112 muzykéw, a Chér 100 $piewa-
kéw.

WARSAW PHILHARMONIC
The National Orchestra of Poland

The first musical performance of the
Warsaw Philharmonic Orchestra took place
on November 5, 1901 in the newly opened
Philharmonic Hall. The artistic director and
principal conductor of the Philharmonic
Orchestra Emil Mtynarski conducted this
inaugural concert. The soloist was the world
-renowned pianist, composer and future
statesman Ignacy Jan Paderewski. The
program of this historic concert included
Paderewski’s Piano Concerto in A minor and
works of other Polish composers: Chopin,
Moniuszko, Noskowski, Stojowski and
Zeleriski.

The early years of the Orchestra were
characterized by the gradual achievement of
a high level of professionalism and numerous
performances by outstanding soloists and
conductors from all over the world. Before
the World War I and in the inter-war period
the Warsaw Philharmonic was the main
centre of musical activity in Poland and also
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one of the leading centres of music in
Europe. Almost all the outstanding conduc-
tors and soloists of the day appeared with
the orchestra, including Grieg, Honegger,
Klemperer, Prokofiev, Rakhmaninov, Ravel,
Rodzinski, R. Strauss, Stravinsky, Arrau,
Horowitz, Kempff, Rubinstein, Huberman
and Sarasate.

The first three International Chopin Piano
Competitions (1927, 1932, 1937), in which
the Orchestra participated were held in the
Hall, as well as the first International
Wieniawski Violin Competition (1935) and
the first Public Festival of Polish Art (1937).
Those events showed Warsaw’s active par-
ticipation in European musical life.

After 38 years of prosperity, the outbreak
of the World War II brought a temporary
halt to the activities of the Philharmonic.
The Hall was bombed and partially burnt in
the first days of September 1939 and com-
pletely destroyed by the end of the war.
The orchestra lost 39 of its 71 players.

In the first years after the war, Straszyriski
and Panufnik conducted the Warsaw
Philharmonic Orchestra. In January 1950
Witold Rowicki was appointed director and
principal conductor. He took it upon himself
to organize a new ensemble. Despite the
lack of its own hall and difficult working
conditions, the Orchestra made rapid
progress. Performances were organized in

different places, such as sports halls and
theatres. The orchestra improved systemati-
cally during the first years under Rowicki
and became a leading Polish ensemble.
Their first concert abroad took place at the
1951 International Youth Festival in Berlin
and was followed up by a tour of Romania
in 1952. In October 1952, a ‘Choir Studio’
under the auspices of the Philharmonic was
established. This studio was the origin of
the mixed choir, which appeared for the
first time in a symphony concert with the
Orchestra in May 1953. Since then the
Choir has received the name of the Warsaw
Philharmonic Choir with a status of a fully
professional ensemble. Also at that time the
Warsaw Philharmonic started to promote its
own chamber music series, which it still
does today.

On February 21, 1955 the rebuilt Phil-
harmonic Hall in Jasna Street was re-opened,
with a large hall of over 1000 seats and
a 433 scat hall for chamber music. On that
day the Warsaw Philharmonic received the
status of the National Philharmonic of
Poland. This represented the status which
the Philharmonic had achieved in Poland as
the leading institution of its kind in the
country. It also provided new opportunities
and challenges for the future.

From 1955 until 1958 Bohdan Wodiczko,
an outstanding musician and enthusiast of
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modern music conducted the Orchestra.
Arnold Rezler and Stanistaw Skrowaczewski
also worked with the Orchestra, and Roman
Kuklewicz directed the Choir. It was a good
period for the Warsaw Philharmonic: the
orchestra was enlarged, the hall gained an
organ, and performances of modern music
achieved great success leading to the estab-
lishment of the First International Festival
of Contemporary Music, in October 1956,
known as ‘Warsaw Autumn’. In 1958 Witold
Rowicki was again appointed artistic director
and principal conductor of the orchestra,

a post he held until 1977. Stanistaw Wistocki
and Andrzej Markowski were also working
with the Orchestra as permanent guest con-
ductors, the latter serving also as deputy to
the artistic director from 1972 to 1974.

On July 1, 1977 Kazimierz Kord was
appointed artistic director and principal con-
ductor of the Warsaw Philharmonic — Natio-
nal Orchestra of Poland. From the beginning
of his work with the Orchestra he put stress
on enriching the repertoire. As a result,
along with the symphonies, oratorios and
operas were performed in the Hall. A new
venture was the series of performances 7/e
National Philharmonic Presents recorded live
and released by the Polskie Nagrania
recording company. At the beginning of the
1978/79 season Henryk Wojnarowski took
over the leadership of the choir. Tadeusz

Strugata worked with the Orchestra as perma-
nent guest conductor, serving also as deputy
to the artistic director from 1979 to 1990.

Today both the Warsaw Philharmonic
Orchestra and the Choir have world-wide
popularity and appreciation. The orchestra
has made over 100 tours on five continents.
It has performed in all major concert halls
applauded by audiences and critics for its
charismatic music making. It has taken part
in many international festivals — in Vienna,
Prague, Bergen, Lucerne, Berlin, Montreux,
Moscow, Brussels, Florence, Bordeaux and
Athens, to mention just a few.

The Orchestra participates regularly in
the famousInternational Chopin Piano
Competition and ‘Warsaw Autumn’
Festival. It also makes recordings for the
Polish Radio and Television, Polish and
international record companies as well as
participates in film music recordings.

Each season the Philharmonic presents
over 80 symphony concerts, more than 50
chamber concerts and a special series of
concerts for children, featuring the
Orchestra as well as guest symphony
orchestras and chamber ensembles both
Polish and foreign. The Philharmonic also
organizes music programs throughout the
country especially for schools and smaller
cultural centres to promote classical music
and educate the young generation.

1)




The Warsaw Philharmonic has hosted
many famous artists from all over the world.
Apart from all the outstanding Polish con-
ductors, many renowned foreign conductors
have stood on the podium, among them:
Hermann Abendroth, Gary Bertini, Herbert
Blomstedt, Rafael Frithbeck de Burgos,
Charles Dutoit, Philippe Entremont, Aram
Khachaturian, Yehudi Menuhin, Kurt Masur,
Helmuth Rilling, Gennady Rozhdestvensky,
Leopold Stokowski and Igor Stravinsky.

KAZIMIERZ KORD

Od 22 lat dyrektor naczelny i artystyczny
Filharmonii Narodowej. Jako artysta bardzo
zwigzany z wlasnym krajem, od poczatku
swej dziatalnosci prowadzit polskie instytu-
cje muzyczne. W 1962 roku zostal najmtod-
szym szefem teatru operowego w $wiecie

— dyrektorem i kierownikiem artystycznym
Miejskiego Teatru Muzycznego w Krakowie.
W czasie o§mioletniej pracy przygotowat ok.
30 premier operowych i baletowych, a takze
rezyserowal — dzigki jego dziatalnosci
instytucja ta osiaggneta szczytowy poziom
artystyczny. Przez 4 lata byt szefem Wielkiej
Orkiestry Symfonicznej Polskiego Radia

i Telewizji w Katowicach.

Many brilliant soloists have appeared here
including Martha Argerich, Kathleen Battle,
Arturo Benedetti Michelangeli, Teresa
Berganza, Nigel Kennedy, Midori, Anne-
-Sophie Mutter, David Oistrakh, Sviatoslav
Richter, Arthur Rubinstein, Mstislav
Rostropovich, Henryk Szeryng, Pinchas
Zukerman and many others.

At present the Warsaw Philharmonic
Orchestra has 112 instrumentalists and the
Choir has 100 members.

Od 1977 roku jest dyrektorem Filharmonii
Narodowej, ktéra w tym czasie ugruntowata
swg pozycj¢ w Swiecie. Z zespotami FN
odbyt ponad 30 wielkich, uwiericzonych suk-
cesami, tournées koncertowych, ktére objety
najwazniejsze osrodki muzyczne §wiata.

Réwnolegle z dziatalnoscig w kraju, roz-
poczat wystepy poza granicami Polski,
dyry gujac wieloma orkiestrami w Europie,
Japonii i Ameryce.

Wielkim jego osiagni¢gciem na polu mu-
zyki operowej byta wieloletnia wspétpraca
z Metropolitan Opera w Nowym Jorku
(Dama Pikowa, Aida, Cosi fan tutte, Borys
Godunow na otwarcie sezonu 1977/78,
Macbeth) i z Operg w San Francisco (m.in.
Falstaff i Otello). W Europie zwigzany byt
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z teatrami operowymi Amsterdamu, Mona-
chium, Diisseldorfu, Londynu (Covent
Garden) i Kopenhagi (Krélewska Opera).

W Stanach Zjednoczonych dyrygowat wiclo-
ma zespolami symfonicznymi m.in. w Chicago,
Cleveland, Pittsburghu, Detroit, Dallas,
Cincinnati (gdzie przez pewien czas byt
pierwszym goscinnym dyrygentem).

W Europie koncertowal m.in. w Londynie,
Paryzu, Berlinie, Wiedniu, Rzymie, Amster-
damie, Leningradzie, Hamburgu, Kolonii,

Frankfurcie, Moskwie i Stuttgarcie. W latach
80. przez 6 sezonéw byl szefem Orkiestry
Stidwestfunk Baden-Baden. W Japonii byt
gosciem orkiestr m.in. w Osace i T'okio.

Jego zainteresowania artystyczne obej-
mujg dzieta réznych epok i styléw, jednak
preferencje muzyczne koncentrujg si¢ na
wielkich formach o duzych napigciach
dramatycznych i utworach wspétczesnych,
prezentowanych m.in. podczas Warszawskiej
Jesieni, Forum Lutostawskiego czy Festiwalu
w Donaueschingen.

Dokonat wielu radiowych i ptytowych
nagrani dla renomowanych firm ptytowych
Decca, Deutsche Grammophon, EMI, Philips.
7 ostatnich nagrani dokonanych z zespotami
Filharmonii Narodowej nalezaloby wymienic¢
wszystkie symfonie Beethovena (PolMusic,
CD Accord), utwory Géreckiego (Philips),
Szymanowskiego, Pendereckiego, Panufnika
i Szymarniskiego (CD Accord).

Posiada liczne nagrody i odznaczenia
krajowe i zagraniczne.

KAZIMIERZ KORD

Kazimierz Kord has been the Artistic Director
and principal conductor of the Warsaw Phil-
harmonic — National Orchestra of Poland for
22 years. Throughout his artistic career, he
has been very closely linked to his own
country where he was directing leading
Polish musical institutions. In 1962, he was
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the youngest musician in the world to become
the Director and conductor of an Opera
House — the Cracow Musical Theatre.
During his eight years of work there, he
prepared over 30 opera and ballet premicres
and also directed. Thanks to his efforts, the
Musical Theatre achieved a leading position
in Poland. For 4 years, he was the Director
of the Polish Radio National Symphony
Orchestra in Katowice.

From 1977 onwards, he has been the
Artistic Director of the Warsaw Philharmonic
- National Orchestra of Poland, which has
since established its position internationally.
He has accompanied the Warsaw Philharmo-
nic on more than 30 successful concert tours
in the world’s most prestigious musical
centres. Simultaneously to his activities in
Poland, he began appearing abroad, con-
ducting numerous orchestras in Europe,
Japan and America.

One of his great achievements in the
field of opera was his long collaboration with
the Metropolitan Opera in New York where
he prepared 7%e Queen of Spades, Aida, Cosi
fan tutte, Macbeth and, for the opening of the
1977/78 season, Boris Godunov. He also
worked with the Opera in San Francisco
where he prepared, amongst others, Fa/staff
and Orello. In Europe, he has worked with
the opera houses of Amsterdam, Munich,

Diisseldorf, LLondon (Covent Garden) and
Copenhagen (Royal Opera).

In the United States, he has conducted
numerous symphony orchestras, notably in
Chicago, Cleveland, Pittsburgh, Detroit,
Dallas, Cincinnati (where he was the first
guest conductor). In Europe, he has perfor-
med, among other cities, in L.ondon, Paris,
Berlin, Rome, Amsterdam, Leningrad,
Hamburg, Cologne, Frankfurt, Vienna,
Moscow and Stuttgart. In the 1980s he was
the Artistic Director of the Stidwestfunk
Orchester Baden-Baden for 6 seasons. In
Japan, he conducted the orchestras in Osaka
and Tokyo.

His artistic interest cover several epochs
and styles, however his preference goes
towards large forms with dramatic tension
and contemporary works, presented during
the ‘Warsaw Autumn’ Festival, Lutostawski
Forum and the Donaueschingen Festival.

He has made recordings for such presti-
gious labels as Decca, Deutsche Grammo-
phon, EMI and Philips. Among his latest
releases are the complete Beethoven’s sym-
phonies (Polmusic, CD Accord), Gérecki’s
Symphony No. 3 (Philips) and works by
Szymanowski, Penderecki, Panufnik and
Szymariski (CD Accord). He has been
awarded numerous prizes and distinctions in
Poland and abroad.
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BEETHOVEN

SYMPHONIES Nos 5&7

V Symfonia c-moll op. 67 / Symphony No. 5 in C minor Op. 67

Allegro con brio 8°03
Andante con moto 10’53
Allegro 5’46
Allegro 9’49

VII Symfonia A-dur op. 92 / Symphony No. 7 in A major Op. 92

Poco sostenuto — Vivace 14’31
[6] Allegretto 10°09
Presto 917
Allegro con brio 7’14

TT:75'46

Orkiestra Symfoniczna Filharmonii Narodowej
Warsaw Philharmonic — The National Orchestra of Poland

KAZIMIERZ KORD - dyrygent | conductor
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